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ABSTRACT

A COMPAWATIVE STUDY OF THE THEME™WOMAN AND LANDSCAPE
IN THE PAINTINGS OF PAUL CEZANNE AND WILLEM DE KOONING | \

Judith K]ugerman\

¥

This® thesis is a comparative study of Cézanne's Bathers

and de Koonipg's Woman and Woman and Landscape paintings. It
examines a traditional theme fhrough which these artists revolu-
tionized pictorial space. ‘Thé bady of this essay is divided
into four chapters. In Chap;er I, Cézanne aéd de Kooning are
describéd as originators in the context of traditiéna1
influences. Chapter {I and IIl define how these artists were
influenced in the choice of subject matter and how they wgpt
beygnd these influences tovinteg[aﬁe female form and 1;ndscape.

Chapter IV is a comparative analysis of Cézanne and de

* Kooning's content and its relationship to the development of

their pictorial space. The ébjective of. this thesis is to
d;monstrate that there is a connection between thé
ii;}ography of these artists and their treatment of pictoriai
space. This text further aims to show a link begyeen the
impérsona1‘attitude of these artists toward their subject

matter and,their'preoccupétion with formalist, aspects of

S
Tt

painting. , : - T }
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INTRODUCTION

Originally 1 set out to research several arﬁis;s who have

X

integrated female form and landscape within the pictorial "
space. However, since this topic was obviously too extensive

for a master's thesis, it was necessary to concentrate on

particular artlists. I have chosen Cézanne and de Koonfng

o primarily because their subject matter corresponded with ﬁ?

-

2

résearch and secondly because of my admiration for their work
which played a crucial role inmy art training. My earliest
paintings are perhaps closest 'in style to de Kooning's

1

figurative abstractions. They were probably my most innocent
worés since.all I had was paint, a model to work from and
absolutely no formalist vocabulary to analyse what [ was

doing; 1 soon acquired the latter and also discovered that
subject matter was not part of the formalist Langdage. This

of course was in the 1960's and talk Qfﬂspbject matter has

since beconme acceptgble. The point of all this is to show
tha@’my'own art background fis fbrmalist and my approach in

this essay is a];O'bas{cally formalist., Yet I contend that

the treatment of subject matter in Cézanne and de Kooning's -
work cannot be ana]}sed'only from a fo?mé]ist point of, view.

My own approach to their work could be termed formalist .

femininism.

Te e Ao £ mad B wn e e s s
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This theY¥is is not meant as a critical analysis éf thg

paintings of Cézanne and de Kooning but as an investigation of

Similar treatment of the

-

female image can be found in the works of numerous gqther

an old theme frdm a new perspective.
artists. Associations can be made between Dubuffet and de
Kooning and between Cé&zanne and Matisse'or possibly between
‘all four artists. This essay does not peetend to be a final
statement but rather a starting point for further

investigation into the theme of woman and landscape.

"

-
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CEZANNE AND DE KOONING AS ORIGINATORS C 4

. . .
! . A ' "
) ~

o ' v
In the course of recent art history, Paul Cézanne and

e ’ ) o .

hfllem de Kooning"ha&e‘been regardgd>as originators.: .
Cézanne's Bathers and de Kooning's Woman and Woman and

‘Landscape symbolize these artists' most ambitious work. Each

& \ LI
creqtéd a pictorial space in which figure and background
. , .
Like Cézanne, de Kooning ,
p L

0 integrated Woman into the landscape but in addition he also

became a‘harmonious~who1e.

integrated ]andscape into the Woman. Beginning with-
+

trad1t1ona1 images and themes, they revo]ut1on1zed the

-~ ?

. pictorial surface. Grounded in tradition, the innovations of

) Cézanne and de'Kooning nevertheless went far beyond those of
- - ' \
thetr contenporar1es. . '

The significance and affmxty of the Bathers and Woman rie

not merely in the transition they ¢reate between tnad1t1on_end
.innovation. Cézanne and de. Kooning could have achieved this
ass1m11at1on through various themes. But the fact that they
both chose to do so through thg female image, which strongly
evokes trad1t1ona1 ‘concepts in art, makes this transition more
pronounced. Hhat is more peculiar about this theme is that

R each of these artists selectéd 1t at a®simitarly crucial stage -
in h1s career.
(p1.1) was painted at the end of hisAiife. He had by this

,\ time been'accepted and even praised by artists; critics _a-nd~

Cezanne s last and most ambitious Bathers 4 ¢

Lo
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_art collectors. This .acceptance was based primarily on his

landscapes, still-Tives and portraits, paintings far more _
resolved than any of his Bathers. Similarly,'de Kooning has
achieved success'fhrougﬁ his black and white agd colored

abstractions of the late forties. It can be aréued‘that

Excavation, painted in 1950, fs a more integrated and resolved

-

painting than Woman I (pl1.23), began in the same year. Yet,
there was a need for both artists to make a break with %Hat
they had'beew doing and to expose a traditional theme to
re-examination from a new perspective.

Th'e return to figurative imagery, when abstraction was the

contemporary style;, Was a radical move for de Kooning. It was

»similarly radical for Cézanne to portray female nudes in an

outdoor space without the traditional support of a narrative.

Cézanne's sense of space was more clearly defined in the
. 5 ’

Bathers than in his other’ themes. For de Kooning, Woman

2

requiredﬂan innovative space. The intention of this thesis i%

to, expose the originality of these paintinys in the ‘context of

how they were influenced by tradition a d how these influences

were reconciled with a, neWw pictorial”space,

eHerbert Read, in agreemeni ith Andre Mairaux,'stated that
art imitates art and most often ‘it is not some supremely
beautiful face which iaunches the painter on his career,” put
the sight of a efgutiful painting... and Tike all deep
emotions, the emotion which springs from art has\a craving to
p%rpetuase/itseif.'1Befqre cneating the new, the artist must,
/ | :

- r




, .
first imitate the past or that part oflit with which he has
the greatest affinity. While.Read and Malraux ;eferred to L
artists who were at’ the beginﬁing of their.careers,»Cézanne
and de Kooning continued to relate-to the past even in their
mature periods. Malraux also said khat, "occaéiona]ly and
qrtigt will revolutionize art history by his ability to

isolate parts of already existing forms and transform them in

order to create original ones. "2 Therefore, original work of

art can be .created by approaching the‘past with a new

K ‘ sensib{]ity. According to this.definition} Cézanne and de
Kooning can be described as originatqrs; However: their
ofigina1ity derives from a special approach to tradition.
Neither Cézanne nor de Kooning had regard for historical
sequence. In theily work they often referred to paintingé,
styles and concepts that were-decades apart. It was

irrelevant that at'times the qrtists they most admired ™

]
) belonged to conflicting movements.
- ' o v o
Cézanne was influenced by individual artists.rather than ,//:
3 | ' . "
e styles. This .is one explanation for his willingness to
borrow from artfsts,often decades apart. The.other was ' ("“ .

Cézanne's need to bring back a certain classicism to art lost

9

through Impressionism.
L}

Cézanne often said that he wished 'to become classical
again through ngture, that is to say, through sensation',
And classicism, as he understood it, meant to ‘revive
Poussin in the contagk~wi¥th nature'. Nature was the es-
sential element, the source of art, but' one must not . . X
_reproduce it, one must interpret it. By means of what?
By means of plastic,equivalents and color.'3

I
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In the Bathers, Cézanne was attempting to integrate human

forms with landscape in a classical space following the

o
S 5 -

example of Pouss1n(p1 10). He combined Poussin's
intellectual approach to form and composition with the
ImpressiOnists"emotiona1 approach to nature through color and
1igh%. As Malraux said, "it is by imposing a monumental style
on landscape that.Cézanne bodies forth ouw'ﬁodern classicism."
He extended Impressionism by combinfng some of its traits with

the enduring ones of the past. As will be seen in Chapter

o

11, Cézanne was capable of unifying the strycture of his
gathers t‘hlrough the use of Courbet's simplicity of forms, ’
Delacroix' poses{ Pi;sarﬁo’s co]ofs, Monet's brushstrokes,
Daumier's contours and Manet's flat surfates.’ He could reject
integral parts of traditional art such as linear perspect1ve,
yet, look to T1t1an, Poussin and G1org1;ne for the1r use of
‘“p1anar progress1on, imaginary cpntour lines and axial
movemenf to create space."5 It was this ability to take
el ements of o]&er'art and combine them with a maore contempd—
'rary use of pictorial space that madg Céz;nne'§.sty1e unigue.
Even in his later years he continued hi's trips to the Louvré'
&

to copy and study the old imasters. His mature Bathers (pls.”

1,5,6) continued to reflect Cézarne's skill at adapting

concqrrgnt]x from various tradifions, as it will be seen in
Chapter II. ‘ - '

-In the Bath;rs Cézanne's primary aim was to restore
classicism in art. The theme of outdoor bathing was a ' ' SR

TP A e, P - oo ottt e }
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traditional subject, Bttempted’by only one of Cézanne's
contemboraries, Rengir, 6Howéver. Cézanne was not interested .
in fhe metémorphosis of nature by light, as were the
‘Impreséionists, but rathe; in what was permanent in nature.
This led to his simplification of forms and to his iudgestion

to Emile-Bernard to "see in nature the cylinder, the sphere

the cone."” While this statement is said to have anticip
Cubism,-Cézanné had no intentions of ¢reating a new st

jﬁj;ly restoring the solidity and depth jost by the

Im ressionists. Cézanne's technique of "juxtaposing areds of
pure color" to compose his space led to Picasso and Braque's.

"breakdown of the image of perception into its dominant

‘pllanes.“v8 Although Cézanne developed an original style of

'treating sbace and the human form in nature, Cubism and
subseqhent art history brought him ¢loser into the twentieth
century than he really was. In spite of the fact that his
simplified éhépes were often "in an a]most:abs;racf space,
Cézanne could never have approached the flat p]anes‘of the
Cubists. He said " I will never accept the lack of modeling
or grad%{ipn. It's nonsense."9 In addition he sfafed that,
‘natdre..s lies more in depth(than in sgrface.“10

De Kooning, like Cézanne, has always been influenced by
individual artists rather than styles. " For de Kooning the ;ct
of painting is inspired by the act of living. Since each
person's life style is different, the artist can only be
inspired by indiv1duqls and ‘not groups and styles. He found |

12

: )
it ridiculous to uphold any style as an ideal. The artist
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it ridiculous to uphold any style as an ideal. The artist

should be able to borrow at random from different periods,
from abstract or figugative'styies, as demanded by his
‘painting. De Kdoniﬁg has stated:
Personnally; I do ﬁot need a movement. What was given to
me, [ take for granted. Of all the movements, I like
Cubism most. It had that wonderful unsure atmosphere of
‘reflection - a poetic frame where something could be
possible, where an artist could practice his intuition.
It didn't want to get rid of what went before. Instead it
added something to it... qibism became a movement, it
didn't set out to be one.
In the 1920's de Kooning was influenced by Mondrian and
van Doesbury, leaders of de Stijl, a group that encouraged
.. artists to be socially. active. While he admired Mondrian's
Neo-<Plasticist paintings, de Koaning believed that too much
theory accompanied it. Art should stimulate art, regardless
of theory which often gets in the way of the painting itself.
With regard to thebry and formal analysis de Kooning said:

I think Cubism went-backwards from Cézanne because
Cézanne's ‘paintings were what you might call a
microcosm of the whole thing, instead of laying it out
beforehand. You are not supposed to see it, you are
supposed to feel it. I have always felt that those
beautiful Cubist paintings exist in spite of the Isms. 12 -
.Like Cézanne, de KEoning never committed himse]%‘to a
style but borrowed freely from many. For exampte, in the
1930's he painted both in an abstract and a detailed
figurative éty]e. He was influenced by the Surrealist Miro as
well as 5} the vertical stripes of Mondrian. 1In the 1940's de

Kooning was again influenced by artistS‘?wm'vaFious
f

movements. The treatment of the Queen of Hearts(pl.26)

.

- b
Y .
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confrontation with philosopher Suzanne Langer on the nature of

!
N
L

refiects Picasso's .dislocated anatomies and the background of

"colored squares reflects a_meke abstract style. Pink Angels,

painted in' 1945, sums up this period of de Kooning's art. This

painting wgs influenced by Cubism, Surrealism and Dada,

rec$]1ing the work of Gorky, Matta, and Duchémp. While, 1n

this same decade, Newnman, Kline, Pollock and Rothko took

completely new directions, de Kooning along with Gorky and

Hofmann could not abandaon the inflaence of the past. De

‘ . . : S . . )
‘Kooning's paintings continued to reflect 'the urge 'to include

everything, to give nothing up, even if it means working in a

. A 13 . , .
. turmoil of contradictions.” “Even his innovative series of

Woman reflect the influence of old masters such as Rubens and |

Ingres (detailed in Chapter III). What he most admired in the.
Renaissance artist can also be said of de Kooning: Ethe marvel
Aasn't just what he made himself, but what was there
aTready."14

| What de Kooning had in common with the Abstract =~ ‘
Expressionists was his lack of concern with theory ana formal
analysis. The following statement by Barnett Newman best sums

up the Abstract Expressionist view of theory in general. 1In a

art (Woodstock, 1952), Newman stated: "Esthetics is for'

Tt

artists as ornitholoqﬁ.is for the birds.“lSHowevaf{ bringing 7
figurative content back int§ painting marked de Kooning's
greatest innovation as'well as his separation from his
contemporaries, }he Abstract Expressionists. “lh Abstract

Expressidnist painting, the presence of 1andscapé space was a*

i
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sigﬁ of fai]dré, si'nce it ca?ripd the sfigﬁa‘of emotional
distqnce.%. lTandscape forms, .like human formé, could only bé
sugyested." 1&gr de Kooning, on the éohtrary, it was the
recognizab]g female image that eliminated ﬁemp£iona1
distance". ‘The symmetrical Woman lent herself to both
abstract ,and figurative interpretations and to being placed
either in a classical or contemporary space. This image and
his dissbciation fromrtheory enabled de Kooning to concentrate
his'éfforts on ihelphysical and emotional a¢t of paintiﬁg. He
couid also concentrate on the creation of a compositional
space that encompassed both the'scu1ptura1 female form and the
flat pictorial surface. ’ ) B
The need to preserve "what was th;re aireadi" and that
_always" something could Be possible” aécouhted foﬁ'de
Kooning's incessant reworking Qf paintings and his difficulty
in finaiizing-thgm. He scraped away pakht, revealing old ¢
“surfaces and reworking ihem with the addition of new shapes.
'De Kooning'slpaintings‘were in a constant gtate of flux. The
contradictions between‘pfdserving and changing paralleled his
need for both traditioﬁ qns\innovation. !
Herbert Read said ghatlit is the artist's intuition, the
key to originality, through which "the world is not
transfigured, but in which ¥or‘the f{rst time'%ome aspect of
it is revealed, is gﬁven form, and thereby, for human eyes,
newly created, new]y\pommunicated.“l7Through the_frequént¢
reworking of the same‘trgé{tional~themes, Cézanne and de
Kooniﬁg revealed sdmeﬂhind,n;w in Mhat was already in
existgnce: Tradition is con%i&ered as the basis for any .
oo -
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-original work. ‘However, for Cé&zanne and .de Kooning it is not

amerely a startiﬁg point but an integral part of the matu;e or
innovative work. “Cézanne's lape‘bathérs’stand at a crucial
junction in European art .and look back nostalgically -at the
older tradition while foretelllng the newer one.da De
Koon1ng 3 Homan also stands ‘between the old and: the new as 1t
unites a f1gurat1ve,theme with abstraqt composition and ,

4

technique at a time when the art world created a schism

"

between them. Y . . \ \

The pa1nt1ngs of Cézanne and de Kooning are inseparable
from thelr subject mattev. Thls subject matter is imbedded in
tradition., It is the aim éf the following chapters to expose
how these artists took their theme beyond traditional .
influences to redefine the female form and pictorial space.‘
It is alsq the intention to show how this process created 2

¢

link between the past and future art.

g
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CHAPTER I1 1

’!
CEZANNE: FEMALE FORM IN LANDSCAPE .
A

Cézanne's Les Grandes Baigneuses (pl.1l) culminated h{s--
efforts to create a monuqental pa{nting of nudes in a
Tandscape 1jke those of the old masters he admired. This
paint%ng is one of the three llarge paintings of female
bathers that Cézanne completed in the last ten years of hi;
life. According to Leo Steinberg, of the many §tudies Cézanne
completed,‘approximate1y 70 still exist.2 The mate and female

bathers were composed- on separate canvases. In this chapte}

we will examine how Cézanne, through certain influences, came

upon this. theme and how he projressed beyond these influences
to integrate femé]e farm and landscape.

Whereas Cezanne was able to work directly from still-1life
and nature, he could not paint his nude bathers from life iﬁ 2
landscape seéting. This ﬁas partly due to h%s own inhibitions
and partly to the moral ethics of. the times.3 He had to rely
on the models who/posed in his studio but more frequently on
the studies he made from the paintings of old masters. The
frequent lack of models and his lack of facility in the
classical manner of drawing forced Cézanne to repeat his’
previous poses. The origin”bf the theme of female bathers

derived from such earlier romantic paintings as the Temptation

of St. Anthony, c. 1870(pl.2).4

The triangular composition and poses of some later bathers can

14
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Pl, 1; Les Grandes Baigneuses, ¢, 1906, :

01l on canvas, 208 x 249 ¢m . .
The Philadelphia Museum of Art,
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Pl, 2., The Temptation of *
St, Anthony. c. 1870, ’
011 on canvas, 54x73 cm,
Private Collection, Switzerland,

-

.
.

L4

Pl, 3. Three B;thers. c, 1876,

0il on canvas, 22x19 cm,
Private Colleéection, Paris,

. " v

Pl. 4. Four Bathers. ¢. 1900;
011 on canvas, 73x92 cm,

Copenhagen, ‘
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be traced back to this painting. A similar compo;itien is -

a . \

repeated with the three centra]&¥igures in Three Bathers

(p1.3) and Four Bafher; (pl.4). The seated woman seen from

behind 1s repeated, with some var1ation, Ln al]l three works
Y

. and aga1n in the London Bathers (p1. 5) and Barnes Bathers

(p1.6). The central stand1ng figure in the Three Bathers also

derives'.from the Temptation-of St. Anthoqx,- Similarly, the )

reclining figuré seep from the back in Les Grandes Baigneuses

.

recurs in other paintings such as. the London Bathers and

Bathers of c. 1900 (p1a7)e = .

In his paxnt1ngs of Bathers , Cézanne borrowed styles and
¥ 1 , T .

‘poées from old masters, more than in his rendering4of other

Asubjegtse The pose, composed of a woman with hands behind her

head, elbows raised’ and head turned, seen in Four Bathers and '
again in fhe Barnes-Bathers, had been a popular one since

< . - Y N > -

Classical |Greece (pl1.8). The same pose reoccurs in Delacroix'

Lady in White Stockings (pl.9) and in Rubens' The Apothedsis »

of Henrz IV (p1.46), artists whose sensual style Cézanne tried

to imitate.‘ While C&zanne employed Delacroix' poses, he did

,A( not succeed in imitating his fldi& modeling of feinale form. \

-

'In compérison, Cezanne's formy Were 5tiff and often awkward.

was common to Delacroix, Tintoretto and Daumier.

It\was not until the late bathers that he was able to combine
t ) . ,
< lyricism and structure to create more fluid forms. o ‘ .

According to Barnes ind de MazLa, the use of “contour-linme

, = 5 ! . : ,
or ' band of shadow" ™ to separate forms from their environment

J ", <
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Pl, 6. Bathers, 1895-1906. (detail)
The Barnes Foundatidn, Merion, Pa,
) . .
k] ‘ ' S
* ‘ i * "/ .
o ek okt AUIp T SR AN P g e s e 4o

B ol

v

Al ST

e
pado of .

-
.




[T Iy
‘ﬁ‘ g o

.
w

n

Pl, 7. Bathers, ¢, 1900, 0il on canvas, 35:22 5 cm, ‘
. : Formerly Galerie Beyeler, Basel, ‘ - o
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* P1l, §. Greek Sculpture: Dying Niobid,
5th century B.C. Museo delle Terme, Rome,:
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'P1, 9, Eugéne Delacroix, Lady in White Stockingzs,
0il on canvag, 9.x 12 im, Louvre, Paris, (detail) : )
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This technique waé adopted by Cézanne but with exaggerated
‘ ‘ .

JemphasiS—on defining forms. With the support of color, his

forms were almost sculpturesque. The female forms on the

frontal plane of the London Bathefs are examples of this. In

his article in Art in America, William Rubin cites the concept

of "bas-relief" to illustrate Cézanne's "compromise between

the relative f]atnesé of Manet... and the illusion of

free-standing froms in deep space favored‘by the old masters."

Cézanne combined the traditionally sculptural interpretation
of forms in space (Classical) with the pictorial
interpretation of his contemporaries (Xﬁpressionists).
Cézanne reduced his pictorial space to a sequence of
planes éxtending from the foreground into deep space as in

Classical art. Alberf®C. Barnes and Violette de Mazia contend

that Cézanne's "or%;hing of solid color-masses in deep space"

was Venetian in style.7 ﬂggfvek, while influenced by the

“structural, internally illuminated color" of Tintoretto,
&\\__

- v——r)

Cezanne did not use color as the Venetjans did to blend forms
. ’ \
and "spatial intervals". Instead, he employed a personal

style (bas-relief) to separate his forms from each other and

from the surrounding space, almost.-as if they were sculptures,

as in ;he'Barnes Bathers. In addition, Cézanne's campasitions
were 5ore disciplined than those of the Venetiah painters.
They were closer in style to Poussin whose “volumes and
spatial intervals... tend tg be placed in"receding parallel

horizontal p1anes“.8 ‘ B | . l

22
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3

Cézanne, like Poussin, harmoniously integrated human forms

anJ:Landscape in a disciplined space.. He especially admired

‘foussin's painting, Myth of Echo and Narcissus (p1.10), ip

which the nymph is metamorphosed into the rock in the
background.9 Frank Elgar asserts that it may have been

Pouss1n s nymphs that mot1vated Cezanne s body rhythms and

pyram1da] composition of Les Grandes Balgneuses."loThe

division of space into "receding parallel horizontal planes",

further suggests tpat Poussin inspired this painting.

s

Poussin was one of many influepces evident in Les Grandes
Baigneuses. Cé{anne's frequent trips to the Louvre to copy
from works he adm}red also influenced this paintiﬁg.'
Theodore Reff contends that the bather 1ean1ng against the

"tree has its source in the Venus de M11o, the crouching bather

.on the left has been adopted from a Hellenistic Crouching

Venus (see pl.11); and the balanced composition of the figures
H o

11 .
relates to Veronese's Supper at Emmaus. The slanting trees

framing the bathers are reminisceng of praditionak paintings
in which drapery played a simi]a; role. To Reff these treeg
suggest "an arch reminiscent of Gothic vaulting". The
trianqular composition of this pgip;ing too was a'common
design used by old masters. (

. Cézanne's ambition was to paint nudes in landscape as in
‘the idyllic scenes of past art. .The nude became for him ds it

was for Delacroix, an ideal and romantic fprm.' This fact is

" reflected by the dpminanée of the female forms in,such earlier

23
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bathers as Four Bathers and Five Bather¢ of 1885-87. In the

late bathers the female forms no longer dominate their space.
but they are harmoniously integrated with it. In the Barnes .
Bathers ‘and London Bathers the..figures are diminished in

contrast to the earlier bathers. However,*it is in paintings

as Les Grandes Baigneuses and Bathers of 1902-06(p1.12) that

the figures become proportionate to the landscape.
/

¥
The influence of Courbet's naturalistic forms (pl1.13,14) "

and Pissarro's colors on Cézanne are reflected in Bathers at
Regt(p].lS). The theme of this painting is male rather than )
female bathers. ‘Neverthe1ess, the significance of this

-

‘painting is similar to that of paintings of female bathers of

this period such as Five ?udes (p1.47), painted in the late
1870's.

Of Bathers of Rest Barnes and de Mazia said:

The stark naturalism of Courbet is preserved, though
Courbet's reproduction of representative detail is
discarded in favor of an emphasis upon those traits of
objects which give them solidity, weight and structural
strength... Cézanne's objects ‘are not reproduced from
nature {but) quarried from nature and then employed as
building-stones for an edifice to which no structure-
actually existing in.nature correspon&s. Similarly, a
color-scheme of blue, orange-yellow and green, largely
taken over from Pissarro, is distributed through the -
picture with little regard for natural local color or for ~
temporary actcidents of illumination, in order to bind

. ‘together various areas compositionally... 13

ers at Reét was executed at a time when the Imp?éssionists
Qag)the mogt influence on;Cézanne: Yet it already reflects an
independent Cézanne. The pyramidal composition and the
placement of forms Tﬁ,a background of receding planes

anticipated the strengths of Cézanne's mature paintings. In

the;Bathers at Rest and iq‘the Five Nudes the accent on

26



P1, 12, Bathers, 1902-06, 0il on canv.
Private collection, Zurich, (detail)'
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Courbet nude bather
Musée de Montpellier, .

Cézanne's copy of Courbet's -

bather but changed into a male,
Cliché Musses Natiomaux,
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Bathers at Rest, 1875~

pl ?15.'

&Ox99;2'cp.

76. Oil on canvas,

Pa,

The Barnes Foundation, Merion,




contour distinguishes the forms the backyground, though not
completely separating them. This is Cézanne's technique of

"bas-relief" that he perfected in.such later works as the

Barnes Bathers and Les Grandes Baigneuses. Cézahne‘s‘negd‘to
retain volume in space was significaqt énough to distinguish
him from the Impressionists even ét the height of their

" influence. Although, in the eariy works the handling of paint
was awkward, the power of the mature works was already
suggesteq. P
Cézanne had to pass through lmpressionism to reach his

mature period. It is thraygh\(he extension of this movement
. \

that Cézanne's powers .of c&\pr axd composition were
14

1N
manifested. His debt to ManeY, " Pilzsarro and Monet cannot be

overlooked, thougyh his independence fjomn them was apparent

.

_early. Pissarro's color combinations of orange, green and
-blue toyether with Monet‘s»color pignents were very much a
) part of Cézanne's mature“stylé; Furthermdre, Manet's
bru§hwork, illumination of colors and‘the~trea£ment of ihadows
-as forms in themselzes continued to influence Cézanqé‘s later
‘works. C&zanne's progress beyond Impressionism was achieved
through his 1nteg;ation of solid forhs with Manet;s use of
flat areas. |

The fundamental difference between Cézanhe and the
Impregsionists Ties dn thei}'approach to fnatural}
appearances“,lSCéiénng agfeed withethe Impressionist theory
that, “light on objects distinguishes.-them from their
environmeat not lineﬁ.IGHowever. Céganne was not concerned

LY

with the temporary effects of light. but rather with what-was

A 30 ' " N
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permanent in nature - basic form. He emp]oyed Impressionist "
techniyues to attempt " to recove? a senée ef volume by - Y]
analyzing appeafances so that he eou1d paint the es§éntial
construct1ve planes of co]or"‘l7 Adoptlng the Impre551on1sts
theory that “draw1ng and color are not separate and d1st1nct

W18, cazanne Quilt and

as everythlng in nature.has color
modulated his forms with patches of color. It was his concern
with ferm that sepérated Cézanne from the. Impressionists,
carrying him beyond their influence.

‘ Cézanne further contended that draw1ng and co]or were' B
1nterrelated to technique and composwt1on. His paintings were

composed as architectural structures wherein each element was

" necessary to create perfect balance. ‘ . : ) .

The technique is used to build up units of color,\ight
shadow, line and space; and the part wh1ch each of these
plays in composition is so intimate that' the brushstrokes
which build up pattern also create volumes and set them in |
space; and the line that contributes solidity to objects
and  places them in perspective is itself usually color

applied by an actual brushstroke or serles of .
brushstrokes.l9 - 2\>\"—’ ‘

.

. / . L7 . o
Cézanne inteyrated his compositions so totally,-that it is

impossible to analyse an‘Area ar element,of calor, line.efc:
. ?

separately- but only in relationship to each other and td the

painting as a whole. ' '

o .
In Cézanne's Bathers, the integration of human forms into’

+the structure of the painting creafed balanceq compositions.

The subject and background are treated with equal respect.
Color, line, shape, compositioq,'brushwork andkeistoktion work
together to integrate subject and background. Cézanne allied’

the femdle forms rhythmically to trees, bushes, mountains,
s ) . ( . -




sky, water.and patchés of grass. As Joachim Gasquet noted,
X ‘ , Cézanne wanted “\to'marry the curves‘of'the women's bodies to thé
' shoulders of the hills." 2 )

William Rubin uséed §Dé term "similacrum of bas relief to
descrlbe the 'front- model Ving' (as opposqg to modeling in the
round) and interpehetrating~p1anes of Cézanne."21 Cézanne
'achieveq Jbas-relief".throgh line and'co{or. In the: three 1arg€
Bather; of Cézanne's last decahe,'ciosgd ontours define form,
§uggest volume and isolate the bathers from each o?her as if each
were a free-standing form. _A]thoﬁgh the figures are not. -
intégrated with-eachqofher, they are with the backgqround. What
tﬁe fighres do‘have &n common is the tack of detail and'
depersonalization in the oftgn featura]ess faces. They also
sh;re the same colors and brushwork. However, the same color
. ‘ patches that suggest thé illusion of weight and solidity of ;he
figures‘also serve to flatten thenm. These color patches (such as
b]ue,'green and orange) aré repeated throughout the piéture‘
surfaée, bélancing the scwléturesque isolatioﬁ of the figures and

integrating them with the landscape. The term "bas-relief"

derives from this ambivalence in Cézanne's paintings.

; o ' Ambiguities occur throughout Cézanne's painting surface. The

’

~

female forms of his mature paintings are generally placed

parallel to (though at tfmes ovérlapping) the horizon. The
_ figu es on the sides slant toward the center and their -contours

are,dinected upward. Similarly, the contour of the trees‘and the

foliage draping .forms and framing the landscape lean toward the
* .

-

center, reaching upwavd. This compostiona] arrangement of trees

is a Cézanne formula repeated in many of his late Bathers.

32
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He said to the younger artist, Emile Bernard:
See in nature the cy11nder} fhe sphere, the cone, puttihi
everything in proper perspective, so that each side of an
object or a plane is directed toward a central point.
Lines parallel to the horizan give breadth, that is, a
section ‘of nature... Lines perpend1cular to this horizon
give depth. _ But .nature, for us men, is more depth than
surface...

Therefores Cezanne s, bathers and landscape appear to have .

depth., He further re-enforces depth by using the minimum’

amount of deta1l in the background; by over]applng forms and

[y

by modu]at1ng with color. However, background areas, in .

. » )
paintings like the London Bathers, come into focus mucn sooner
phan foreground areas. Although, Cézanne adivsed using " a
sufficient quantity of blue to g{ve the {?e]ing’of air“?3'bo1d
flat patches of color used in t&e background contradict the,
depth aiméd for in the compositian. The same intensity of'
colors uséd in both background and foreground support this.
The principle of "f]ai-depth", attributed to Cézanne by amonyg
others, Richard We Murphy? appropr1ate1y descr1be the

-amb1valent play of surface and depth in such pa1nt1ngs as Les

-
-’

Grandes :‘Baigneuses.
~ - » ) . )

The narrative content of Cézanne's Bathers is also
obscure. Nudes engaged in a passive outdoor activity had been
;a popular theme for the old ‘masters, amofg them Rubens (The"
" Three Graces) and Fragonard (Bathers), as well as contemporary

_rartists such as Renoir (les Grandes Baigneuses). Their

subJect matter a]ways suggested a narrative or an allegory.

o

It was not until Manet s Le Déjeuner sur 1 Herbe (p1.16) that ‘

a nude female form was placed in an outdoor setttng without

“narrative or'allegordcal connotations but purely for .an

33
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P1.,16. Edouard Manet, Le Déjeuner sur l'Herbe, 1863, °
0il on canvas, 7%x8'10". The Louvre, Paris.
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: "aesthetic'éf:gci"?s This effect was-created by the tonal h
contrast between.the nude and the-two gentlemen in the dark
frock coats. The Tack of a narrative tﬁ?ﬁé Ts further
supported b; the abscence of communication between the’
figures, except pérhaps the 'outstretched hand of the

reclining man thch.hOWeQer r#mains unacknowledged. The

still-l1ife with fruit at the bottom of Le Déjeun®r sur 1'Herbe

adds 'more to the cohposition and color of the painting than to
the luncheon th;me. And in the Londoﬁ Bathers Cézanne's use
ék‘s}jll-life with fruit also serves to rg¢-enforce depth and
balance of color rather than narrative content. Similarly, the

activity of bathing in Cézanne's la e&paintingé becomes

irrelevant. While in the Four Bathers the nude figures convey

: the.activity of bathing, by the.later.London Bathers the wémen
lose their meaning as unc]otggﬁ images., Their color.and form

_fn relationship to the background beqome more ihportant thap
their anecdotal value.“The aﬁbiguity of Cézanne's subjeqt.
matter lies in his choice of icoﬁography.,Traditiona1ly. the
theme ,of bathers implied a world pf.i}]usion Mhich”he used to
render his world of reality.

Cézanne's world pf reality consisted of naturé, its colors
an&_forms. He relied on-directoobservation. . After 1890
Cézanne often used watercolour to render the immedhate

sensation of colour. 26This enab]ea him to d;aw with a full

%brush directly from nature, requiring alnlnosit no preliminary,

drawjngs. Forms'were suggested merely by interrupted lines

and transparent patches of colour as 1n’§$thers under a Bridge

" v (pl. 17). At times areas were left incoﬁplete.' As Cézanne

\
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"P1,17. Bathers underoia Bridge, . 1900. Per;cil and Mtercolor,\
21x27.4 cm, The Metropolitan Musgum of Art, o
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wrote to Bernard in 1905: “Now, being o]d[ﬁneaély seventy
yeérs, thé,sénsations°of colour, which give light, :are the
reason for the abstractions which prevent me from either
covering my canvas or coﬁt{nuing the delimitation of
'objects...“zﬁe saw figure'and background bathed in light but
never withou£ an'underlying structure. In visua]i{ing natufe,
Cézanne combined his sensations with a need far Classical
clarity. -Form and color have more importance than the actual.
theme of bathing. ' | - ‘ )

' Cézannehs form and colour are notlcopied from nature but
rather éxtracted'fram nature and then-simplified, distorted
_and repeated fo create structure in which every element is
necessary. It is this treatment of nature that most .
influenced Picasso, Braque and their followers., .Cézanne's
Iandfcapes, still-1lives and portraits, more resolved paiﬁtings
than the Bathers, strongly influenced Cubist art (e.q.

‘Bragye's landscapes at 1'Estaque, 1908), ' Howeyer, it was Les

Demoiselles d'Avignon of 1907 (p1.18) which signified

.Picasso's breakthrough and the beginning of a new direction in

art. This painting. though influenced by (among other things)- =

African‘art, had its roots in Cézanne's motif. Although, the'
geometric.figures and drapery are not from Cézanne's ) ‘
paintings, but rather from E1 Greco, the raised eibows and the
po§e of the seated<woman/recall Cézanne's motif for many of
his Bathers. Alfred Barr 'stated that an earlier study of this

|

by Cézanne's late bather pictures in which the figure .

painting (pl1.19) sdggests that its composition “wa;%ihspired

o b e e




P1l, 18. Pablo Picasso. Les Demoiselles d'Avignon, 1907. 0il on canfas,
8 ft . x.7 ft 8 in, The Museum of Modern Art, New York, (detail)
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) g \;nd background are fused in a king of relief without much -
indication either of deep sbace in £hg scene or of weight in -
- w 28

. the forms.
The Cubists‘wgre not the only twentieth century artists

who were influenced by Cézanne's Bathers. Earlier, Matisse's

Joy of Life (1905-06) with its theme of nudes in a landscape
setting paid hommage to Cézanne.ngatisse actually
. appropriated the pose of his Bather (p1.é0) from Cézanne's

Three Bathers (pl.21), which he owned.30According to Read,

Matiése was most influenced by Cézanne's conEept that "colours ~
mustabe'used in tﬁeir"p1enitude' (Cézanne's word), and the
problem was to reveal the structure whﬁ]e maintaining the
purity of,the colou;s." 31

Cezanne's visual language describing the harmony of color
and form and the relationship of figure and background have
influenced all subsequent styles. [t would be almogt
impossible to find a 20-th century artist who early in his
career was not influenced by him: Gauguin, Picasso, Braque,
Leger, Robert, Delauney, Kandinsky, Duchamp, Gorky, de
Kooning... Cézanﬁe's forms and colours, especially in the
watércolours, are'often so vague that they appear abstract.
Tﬁe extent of these absgractions together with the equal
treatment of figure and background help account for his
tnfiuence on abstract arg. VYet, sthe interpretations of
Cézanne's work were noflalways what the artist intended. For
example, the Cubists over-emphasized the structural elements

of his paintings and almost disregarded his direct approach to ‘

s *

nature and color.
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Pl, 20. Henri Matisse, Bather, Fl, 21, Three Bathers, )
1909, Oil on canvas, 92.7 x 74 cm, 1879-82. 0il on canvas,
. Museum of Modern Art, New York, - Muséde du Petit Palais, Paris,
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Cézanne did not intend to be original but mérely tb'carri’
on a frddition-that he admired. Paul Sérusier wrote of -
Cézanng; “He cleaned Qway from pictorial art all tﬁe mold.that R
time'deposited upon 1t; he restored all that was sound, pure :
and classic.” 3%Cézanne considered the fema]e'forﬁ in landscﬁpe
as the most notable image of;bictoria1 art. The combination
of woman and landscape represénts a continuation of a .‘ :
classical theme. In this specific theme Cézanne achieved the
tgal'transition.between tradition an& the future. eThe'Bathersv :
may not\haye been Cézanne's s;rongest or most resolved s
painiﬁngs but they were certainly his most ambitious gnd

-

_cha11enging.
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. NOTES

i

" The other two large bathers were: Bathers of -
. 1900-06, presently in the collection of the National Gallery
' . of London and will be referred to as the London Bathers;
- ‘ Bathers of 1895-1906, of the Barnes Foundation, Merion Pa.,
which will be referred to as the Barnes Bathers.:
2 .
Leo Steinberg, “Resisting Cézanne: Picasso'sy'Three
- Women'", Art in America, LXVI (November-December, 1978)
2 pc‘]8- ’
"3
Theodaore Reff, “"Painting and Theory in the Final
Decade", Cézanne: The Late Work, ed. William Rubin (New
York: Museum of Modern Art, 1977), p.41.
A - A

~ Id., p.38.
5 ‘ .
Albert C. Barnes and Violette de Mazia, The Art of \
Cézanne (New York: Harcourt, Brace and Company, 19397, p.10.
6 ° t
William Rubin, "Pablo and Gearges and Leo and Bill",
T, . Art in America, LXVII (March-April, 1979), p.131. -
N @ .7 . f , ) i
Barnes and de Mazia, p.20. '

Ibid.

Frank Elgar, "Father of Modern Painting" (New York:
Harry N. Abrams, Inc. -Publishers, 1975), p.236. .

10

Ibid. < . |
: _ 11 Reff, p.42. - S
- 2 1d., p.39. ~
. Barnes and de Mazia, p.90. . ' )
14 Manet never accepted the term Impre551dnlsm to labe]
= his work. This term derived from Monet's paintings. Monet, ’

Mhowever, ‘applied Manet's 4ddeas to his landscapes.' See H.W.
‘ Janson, History of Art (New York: Harry N. Abrams,°lInc.,
C ‘ 1967), p.492. . . ,

. ' .5 Barnes and de Mazia, p 23. , é
L (T T S
/‘ . " 17 . v N - , . 4 .
. ‘ Alfred H. Barr Jr., Picasso: Fifty Years of His Art
‘ \ (Neu York' The Museum of Modern Art, 1946), p.682
I 8- . , l
B " 1 John Rewald Paul Cézanne (London: Spring Books,*

1959), p.172.
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19 L - A
Barnes and de Maz1a, Pe 23 24, - |

20 ° |
Richard W. Murphy ‘and Edltors of Time- L1fe Books,
The World of Cézanne (New York: Time-Life Books, 1968)

. p.I4T. , ,
. 21 - : R
k] William Rubin,”Art in America, LXVII, p.131.
22 . b ) .
Rewald, p.172. L , ‘o
: 3 mbid. : ) ‘

‘ 24 Murphy, p.86. ° B .

25 Janson, p.490, ’
Just as Cézanne often borrowed poses from other
painters, Manet took the poses for Le Déjeuner sur 1' Herbe
fcom an engrav1ng after Raphael. Id., p.15.

26 Rewald, p.175. ‘ ' , |
. . |

27 1d., p.177. ‘ ~_J

28 Barr, p.54 ' ‘ ' :

29 Carla Gott1e15< “The Joy of Life: Matisse, Picasso
and Cezanne » College Art Journal, XVIII (1959), p.110:

30 Murphy,‘p.179; o '

* 31 Herbert Read, A Concise History of Modern Painting -
(New York: Freder1ck A. Praeger Publishers, 1964), p. 38.

Murphy, p.9. - o e .
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| , CHAPTER 111 _

'DE KOONING: FEMALE FORM IN LANbSCAE; AND LANDSCAPE.IN‘FEMALE
. FORM R
. . ‘ .

In 1950 de Koonxng began pa1nt1ng Womam I and a?so stated
his position that "Aaigting is 1nseparab1e from subject
mattér."1 The re]evt??giqf thlS statement was accentuated by
the fact that de Kooning was a 1ead1ng Abstract Expressionist
who in 1948 established himself with a one-man Show of&

L

2 . . &
abstract pa1nt1ngs._ The return to figurative work and to a

traditional subJect matter, created for de Koonlng the problem-

of dealing with ‘the past in context of a new p1ctor1a1
dilemma. 1In this chaptér the author will look at de Kooning's
work, starting féom Woman F (p1.22), tracing t e.eyolutien of
the femaie image from its “no- environment“ t;Q\iniegration |
mvnth <the landscape and flna1ly to woman as landscapeen.How de,.
Kooning was-1nf}uenced by tradition and how he progressed
beyond thlS to reconcile woman and 1andscape in a newly
deflned ptctor1a1 space will be the theme “of th1s chapter. =
Thomas B. Hess contends. that de Kooq1ng, IIke Spinoza,

conceives that "the images of cﬁﬁngs are modifications of the

hdman'body.“ 3Throu9hoyt his career, regardless of trend;Q de

o

Kooniny.fluctuated between figurative and abstract work. Even -

. ., 4y , . ., . ,
histmost abstract paintings often allude .to parts of the
female anatomy. . The Painting of 1948 (pl 23). 1n which ‘the
abstract shapes resemb!e hips and breasts, is a case in p01nt.

. \Like Ingres, de Kooning found’ 1n the female nude purity and

A\ . . 0
. 4 .
. ’ ° .
. ' . . ' '
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© Pl,22, Woman I. 1950-5g.
The Museum of Modern Art,
New York. 0il on canvas,

R 8

. P1,23, Paimting. 1948,
The Museum of lModern Art,
"New York. Fnamel and oil
on canvas., -
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abstraction of form" an& "a. source of forms botﬁ abstract al\gdoee
§ymﬁ?iic“§ Once Ingres had fixed the pose of his bafher's

neck, ﬁe would re-create fhis sﬁape with variation many times A
throughout his career., Simi1ar1y,'de Kooning invented shapes
which he uéed rebeatedly, often modifying and creatjng new Y

shapes from previous ones.” In Woman Sitting (pl1.24) and in

-

Queen of Hearts (pl.25) ﬁHe shape of the eyes, neck and ane of.

*. the arms are drfawn similarly. Years laten, the shape of ‘the

arm and the shape and direction of the €jes are recalled in
Woman V, although somewhat modified (p1}26). Female shapes

were often further modified to create landscape as in _Woman as

Landscape (pl1.27).

The pa%ntings de Kooning did bétwéen 1946-48, inciuding
g¢he black and white abstr&htions, were develéped from cut,
coIlaged and transformed drawings of women.slHowever, there ' .
always remained a liken;ss to the original female shapes
(pl1.23). The,technidue of metamorphosis and disarr;ngement of
humanoid forms reveal the influence of Arshile Gorky, a close

°

friend during the thirties and forties. Ampiguity was created

" through the play “of negative and positive spaces as the "“parts

7

t

of the body engage in ... shifting identities."’ The Woman

paintings of 1950-53 céncentrate on a similar idea as parts. of

* the female body often form parts of the background as welf

(p™28). De Kooning never actuélly became a Surrealist but did

accept, like Gorky, that the act of painting was as relévant

. .
. a5°1ts‘conten§. The use of Surrealist biomprphic,shapes?

calligraphy and automatic brushwork freed de Kooning's forms

47
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2h.Woman Sitting, 1943-44, 011 and charcoal on composition Board

Collection Mr. and Mrs. Daniel Brustlein, Paris,
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P1,25, e
. Queen of Hearts 1943-46, 0il,

Hirshorn Museum, Washington, D.C.
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Pl, 26. Woman, V. 1952-53, oil on canvas
! Y
Private collection, Chicago.
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Pl, 27,Woman as Landscape, 1955
Oil on canvas, Private Collection, ,
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. 1953, 0il and enamel on canvas.
ranegie Institute,\Pittsburgh.
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Pl, 28. Woman &
Museum of Art,
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from static poses, g{ving spontaneity to his ‘paintings. His

abstract work of the 49'5 also employed looser brushwork

associated with Action Painting. This technique, which was

process oriented, 1iﬁked de Kooning with Jackson Pollock.
However, what aétua11y separated de Kooning from Surrealist
automatism was his being alQays in éontrgl. This technique of
combining accident and control remained part of his_Woman and

Woman and Landscape paintings.

The control in de Kooning's paintings reflects the <.
influence of Cubism and, to an eitent, Neo-Plasticism,

According to Diane Waldman, his use of "random placement to

'
-

ioffset a basically preconceived.horizoqtal-vertica1 gfid
structuren¢erived from Cubism." Surfealism, with its
metamorphosis of human forms.ﬂenabled de Kooning to explore
woman a%.subject and with thé influence of Cubism he was able .

_to restructure her within a two-dimensional space. De Kooning

also showed an interest in Mondrian, a Neo-P]asticist, who f

~amplified the Cubist grid structure. Like the Cubists and

Neo-Plasticists, de Kooning Stayed with traditional e4nvases,
not larger than life-size, as opposed to the monumental ones -
PolJock and his other contempora}ies begah to use. In’ '
re-enstating human figure as subject, d% Kooning was
retreatiﬁg into tradition. He found "a new relation between
post-Cubism abstraction and the late works of C&zanne, through.
which painting could be rechérged with emotion-laden traces"

‘based on "re-created experience".9

(14 ©
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.as Cezanne; his distortions‘come from inside, from his art.

In 1963, disc&ssiqg content, de Xooning said that "forms
ouyht to have theyemotion of a concrete experience."lOThis
explains why he never cowpletely aBandoned 1magepy. He
approached his Amagés‘with cantrol, but at the same,tihe
charged them with energy. His Woman, placed in the center of
the canvas in a "no-envifonmént", reflects classic symmetry

and timelessness.” However, his turbulent, fleshy brushwork

b

and aggressive imagery, echoing Souting, reflect his roméntic-

nature and Expressionist influence. This romantic nature is
again seen in the paintings of the eaFTy 60's when the images
6f wamen in landscape mirror the\painter1inéss of Rubens
(p1.29); De Kooning's emotional aﬁd'often loud and violent

encounter with his images, his distortions and technique

.qualify him as an Expressionist. - Nevertheless, he does not.

act as an observer of the outside world, 'is never sentimental

-
and often his images are more witty than ferocious, thus

~disqualifying him as a pure Expressionist. According to

Thomas B. Hess, "de Kooning looks at his environment as.coolly
wll

A}

.De Kooning said: "I am an eclectic painter by chance; 1
can open almost any book of reproductions and find a painting

'lee had a European education which

I could be influenced by.'
includéd apprenticing himself to a master at the commercial
art and decorating firm of Jan and Jaap Giddings in 1916 and
studying at the Academy of Rotterdam between 19£6-24.l31n the
Eﬁropean tradition of‘gckﬁowledging the influence of the

54
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Pl, 29,Clam Diggers, 1964. \

01l on paper mounted on composition board,
Private Collection,
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bhapes that were his own, in assembling his female forms.

=

master and other artists, de Kooning aﬁknow]edged the o

influence of artists of the Renaissance, Cubism, Surrealism,

'Neo-P]astjcism and Expressionism. All art history was open to

his- fnterpretations and needs. Like Cézanne, de Kooning
could-be influenced by artists decades and even centuries

apart. The women in the Clam Diggers recall the T -

e

voluptuousness of Ruben's women but the strong light brings
forth in Impressionist atmdsphgre, reminiscent of Monet.
Though always aware of all other art, de Kooning invented
Nevertheless, he thought nothing of appropriating a pose from
another artist. The squat-like pose of the figure in The

Visit (p1.30), reminiscent of Ingres' Louis Bertin (pl1.31), is

a case in point.lS However, de Kooning's application of paint.
and Use of space took The Visit far from its source.

Although de Kooning was traditional by doing figurati#e

_paintings ‘at the heiéht of the New York abstract art scene of

¢

the 50's, he was, nevertheless, inf1uenced by his
contemporaries and contemporary culture, He was closely
associated with Kline, Ppi]ock, Rothko, Hofmann, Marca-Relli
and other 1eader§ of the New York art world. [In 1948, he
taught at 3lack Mountain college, headed by Jo§ef Albers and
in 1950-51 at Yale under Albers who headed the Design |
Department.lGThUS de Koaning was associated with many of the
best known honrepresentationa] artists. Hohever,.he rejected
abstraction when it existed "in and for itself, perhaps

attaining its perfection in the_ circle, square, or cube"’

»
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Pl. 30, The Visit,.1967, oil on canvas,
Ms Knoedler and Co,, Inc., New York, Paris, Londobn,
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uguste Dominique Ingres

1832, The Louvre, Paris.
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because it reSuLtedlin'creatton becoming dependent on theory,17

_De Kooning also rejected the Abstract Expressionists“

v

"expansion of space Ug‘opening up the edge of the canvas. His [

Homan represented a return to c1a531oal space, symmetr1ca1 and
centr1pete1 in form, 1nf1uenced by Cub1sm.’ ’

De Kooning was ab]e to extract from both the past and
present to make. his statements. The xnfluence of contemporary
culture was reved\ed 1n.the use of the mouth area from a Camel

\

cigarette ad for a study for Woman I (p1.32). The wide red -

mouth and gleaming white teeth represented the typical .

<

American smile essociated with the forties womanf At the,same

“time the smile also had a traditional source. De‘Kooning said

that his women were “rather like the Mesopotamian idols, they

dlways stand up straight, looking to the sky with this smile, |
At .

A ¥

o]ike?they were just ‘astonished about the forces of nature.

wl8
y -

More practically, the mouth gave de Kooning a focal point .to
work around. Ingthe §0's he did a number of drawings in front

of a television with his eyes closed,.recalling Surrealist .

automatism. About the same time he also did drawings, with
his eyes,open;-of dancers and singers4denoting the culture of’

the sixties.

° I

De Kdgning's interpretation of past and contemporary

<

cu]ture often revealed his sense of humour. The, massive form,

frontal pose and earthiness of the. Homan ‘have been related to

dcons and, goddesses both by de Kooningland his critics%o Yet,

-

de Kooning S sense of humour contradicts these interpretations

of.woman. The hilariig of tng redwmouth and*teeth used as a

' collar_inpuoﬁan andLBiggcle (p1.33)} painfed ih the same.

~
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'period as_Woman I ta VI, is a case in point. De Kooning's

3

. . . . N
wit remains -in evidence even in later work as the charcodl

[ 4

drawings of -1966-67 reflect (p1.§4). The héart shaped 1ips

recafl Betty Grable and Marilyn Monroe and generally ind;zz?e
the influence of Pop culture on de Kooning. - |
3 . Femininjsts: have.aften found de Koonihg's Woman
‘offensive. The large breqéts, pasted savage-like smile and
Amazon build all account for this fgeling. Yet, it can be
L said that the strength evoked through the central focus and
gutsiness of his wom;n is less offensive than the idealistic
: treatment of women throughout ear]ier art. The wide griﬁ and

red lips appear to be more a parody of how the media than de

the most, by Woman VI (p1.28) have become more important as
. ) forms than as pQ:tS of the.female body. De Kooning stated

. that ‘the breasts were large was due “sd]e]y\because his arms

; w21

moved naturally in large curves.' His gestures, colors,

shapes, and textures are as much a part of the subjeé¢t of his

ry

paintings as are women. The sweeping gestures and flux in his

canvases deny a calculated_savégery on the part of de Koonfng,i

comparable to Jean Dubuffe®'s Corps de Dames of 1950, in which

- the unconscious and the physical world, though contradictory,
each ﬁlays a part.

The female fo}m as subject matter has'occupied de
X , :

' Kooning's interest since 1940. Even his most abstract

1

o : ' “paintings reveal some likeness to the female anatomy. For de

-
R

Kooning as for Cégénqe; the female form is a subject embodying

62| | !

—

- 4 Kooning saw .women. The over-sized breasts that seem to offend

S ©all art traditions. The image of woman has a timelessness and

&
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permanence and yet iﬁ'is always changing. Since de Kooning

found it difficult to finish a painting, continually finding

o [

new possibilities, the female form as subject was an ideal

S

one. . . r

:'g; . -
.

In thelear1y 50's, de Kooning identified "the
changefulness of the Woman with the perpéiual shiftings of

people, things, events, and impressions on the streets of

w22

Manhattan."““The window in Woman I does not clarify whether -

she is indoors or outdooEs."She could be sitting anywhere
occupying "no-environment"$> This “no-environment" 1is apparent

R

in Woman I to VI through the"ha]f;recognizable ob}écté near

the ffgure, taken from the gftist's surroundings, De

Kooning's Woman is in a depthless, suffocat{ng and

‘'exchangeable space. Woman consists of forms torn apart and

rearranged through the artist's technique of ripping and

co]lagin§ earlier drawings. Parts of the woman's anatomy are
as "interchangeablq“ as her environment. De Kooning stated °
that, "when parts are seeﬁ Yinﬁimgtely'; they ‘

become {nterchanggable: as when you hqld‘the joint of your
thumb close’to your eye, it could just as ﬁell be a thigh.“24‘
As examples, the arms of the Woman are often legs qﬁd the
shoulder ‘taken out of context can‘easily be mistaken for a
knee. Her parts, exam{ned separately, become-merely shapes
thaéano 1oﬁger‘resemb1e the or%ginaT §ources, eicept in color.
Parts of thé\anatomy have Qecéme flat areas meetiﬁg the

background on the same plane. ‘
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De Kooniny further joins figu}e and background by

diminishing the boundary or.the contours of the figure. I'n

. . . / R
Woman 1V and l contours become less visible and the artist's

gestures begin to invade the bohndary between the Woman and

' / . ‘
her environment. Furthermore, she appears to occupy more of

her space as the edge of the canvas cuts her off at the knees.

By Woman VI she becomes almost the whole landscape as the

landscape has become integrated within her. By 1955, jn Woman

1

""intimate

as Landscape, woman becomes the landscape as
[ 25 .

under it come through to fill the image." The "intimate

propo¥tions" of woman's anatomy and areas in between are,

treated eqda]ly further creating interchangeable backgrounds
7

. and foregrounds. ] Co i /

As the areas betweehqparts of woman's anatomy grew
stronger, de Kooning's "intimate'proportions“‘gaVe:way to

abstractions. In the early sixties, landscapes bécome

dominant and -female form again emerges. The return to the

proportions' spread to let the wind of a hill as you drive .

"likeness" of female anatom} was ma}ked’by Rosy Fingered Dawhl
B 1

at Louse Point (pl1¢35) and Pastorale (pl.36), both painted in

1963..rTﬁe flesh colors used are the first implication of
th{s.’ Ip the‘formér painting, the pink shhpe on the lower .
left resembles a thigh anq is connected to a §hape that also
alludes to the female anatomy. In Pasfdra]e "the bo&y is a
hill. The legs‘are cut off by tree-trunk verticals. .The
cu%Qes of her breasts are echoed in the sky.“ZGAccording‘tp

Amy Goldin, "jike female imagery, 1andsé§pe is for‘him‘an

ever-present but passing allusion in a perennﬁaT;experiencé of

t
<

' 65

: b v PURETUUIY PR




.
©
. H
v
.
. ¢ :
. .f )
. n ! . d
] .
LN S ",
- 4
Vo T
+ \h !
. o’
l . AR N '
- 1.
i
1

".“'.:,,’b-
R (el

I

Pl.3§. Rosy-Fingered Dawn at Louse Point, 1963%

. 011 on canvas., Stedelijk Museum, Amsterdam,
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. l, 26 Pastoralem 1963. Oil on canvas, 70x80 in.
Collection Thomas B, Hess, New York,
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transformation and f]ug.’27

Pastorale marked not only the re-emergence of female form
‘ - " in.de Kooning's paintings but also a change in his “no-environ-
ment". _ The term "no-environment" has.generally referred ta
the urban landscape. Pastorale was de Kooning's last painting
- ' —_— P
in urban landscape and already indicated' by its clear and
,bFighf colors the 1igh£ that was to influence his pictorial

environmnent from then on.

t A

The small paintings of women dene on papér between 1963

and 1964 further 1nd1cate the change in de Koon1ng s wWork.

\> The most dynam1c examp]e of this period is Ciam Diggers, 1964

(p1.29.). The figures,recalT the painterly voluptuousness of
a Rubens' goddess rather than the aggress1ve Woman of the

fiftiese Their anatom1es no longer appear to be torn and

reassembled (as they were in a similar painting, Two Women in

the Country, 1954, (p1.37) but they flow into their natural

place. De Kooning said of these paintings: "The figures are

f1at%ng, 1ike reflections in the water. The color is

influenced by the natural 1ight."28These are no longer women

of. "no-environment" but figures bathed in the light of the

»

o e s o

sky, sun and water.

In 1964 de Kooning began a series of MWomen that were

v

reminescent, of the aggressive women of the fifties. These

were Eéinted on doors, measuring 80 x 36 inches, half the
width of his-earlier large paintings. The narrowness of the
panels cause the women to once again crowd their envifonments.,

v S .
However, their human scalg p?bject energy even in these

68
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Pl. 37, Two Vomen in the Country, 1954.

0Oil,enamel and charcoal on canvas, T . ' RS
Jbseph H, Hirshhorn Collection, ' '
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limited spaces. In Woman, Sag. Harbor, 1964'(p1.38), the 'u,\

female fagade has been torn apart and reassembled like those *
of the Woman of the fifties. The harsh pink co]qr and heroic
scale of the woman récall Nomﬁn I. However, her spontaneity
and sémi-re&]istic color are reminiscent of the .preceeding

<

Rubensian Clam Diggers. The woman appears 'to be pushed upward,

as if floatiny, leaving room for part of the environment to

eﬁengé on the‘bottdm of the painting. While Woman, Sag Harbor

acquired a country light, de Kooning's environment was still
in altransitToWaﬁ stage, from urban to country. The exposed
background is limited and the narrow pane] met de Kéqniqg‘s\ .
needs until he could invent shapes to express his new

e'nvir‘onment.z9 A1though the‘geétures and colors of the woman

are echoed in‘thé backyround, the re]ationshﬁplto figure and oo

, background established in the fifties does not yet exist.
In the next few years, environment began to reassert

_itself.in de Kooning's paintings. Woman Acabonic, painted in
. s ‘

1966, again .on a narrow pane],‘never{hele s gives a.glimpse of
Hii new environinent as the lower half of th woman's body-

narrows, taking up less space (p1.39). The brilliance of the

orange color on the left of the Figure in Watermill Landscape

and the green strokes indicating grass on the .bottom of the’
canvas further expose the new environment {p1.40). . 1In Iﬂg_.
Visit the boundary between the figure's legs and Background
‘fades as gestures in the background {nvade tﬁe‘ffgure. ghotos
"takén of the painting in pnogresseiidicate the fluctuation

between figure and landscape in the upper right until this

A
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Pl, 39
Woman Acabonic, 196
0il on paper, mounted
on canvas, '
Whitney Museum of
American Art, New York,
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0il on,canvas, 25x30 in, | o

W se ¢
1, r
"g',, ‘V'"

tnf 2.4 an 3 Ry

7 ) ‘ !

-"M&‘ﬂ‘ ‘:'fégk.,,, :: ; "
K

w'*"#‘\ ‘l"

r
-

7 Al
CIN d
0 \l

3

+
'. ..‘_- .,l ~.‘ .,\.
rv':l 'k ": 1y 'b iy ?l‘

”' I
S pot VAN

7N

P1,. bl » Two Figures in a Landsctape. 1967, 011 on canvgs, ?OxBO in.
Collection Stedeli jk Museum, Amsterdam.

¢

P - o sdemnrosry At o i

N U e B )

|



s

’r'l’

o s g ot op o

-
oo 1y ’
11
. ) -
- p s . Lo .30
area was finalized with an ambiguous fornm.
The-Woman of the late sixties was neither aggressive nors ' o

N

dominant in her env1ronment but rather subdued by the £

1andscape.. In The Visit the flgare is part of the 1andscape

“but by Two Figures in a lLendscape, 1967 (pl.41) the figures

. anatomy a]so define the cohtour of the land.
J1onger assemb1ed from

~and gesture.

.application

-are submerged in it.

'landscape.

,tno-dimensionality of'the canvas by repeatiﬁg the same

The spread,]egs are only recogndzable
1968 '

because of their flesh colore .*In Woman 1n Landscape III,

Apl. 42), the gestures used to define parts of the fema1e
Egman is no
1nterchangeab1e parts but from color
It is color and gesture that has become A

]

1nterchangeab1e“ between flgure and ground. 4!h.rough ggsture,

B Koon1ng ach1ew d harmony of form and color. and of f1gure ﬁ? L
and ground. Thus !oman creates ‘a rhytmic whole with the .

As Noman\1s subdued by the 1andscape, she actually~

becomes the landscape. o . p
In the process of cr ating harmony between nature and h1s\

L.

massive woman, de Koon1ng~a1so reached «an accord between the _ .

three- dlmensional naturefyf the human figdre\/ﬂd the o }‘ : .
two-dimensional confines of-the canvase He_created a sense of N
gr;utty and {mpact'of.thelhuman form through‘theuoestural ‘ ~.

J

of paift: He was able to,re-enfdrce the

*

gestures 1n the background* thus p]acing ﬁiga(e and ground bn »
the same p]ane._ De Kooning ofrten used newsprint and othér IB‘
’materials to blot ouf areas of" paint, creat!?g contrasts TR

texture? as well a mps from one area to the neXt.
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ev1dent in TwWwo Fiqures in a Landscape, 1967, at the bottom and

upperlleft,of the canvas (p1u41). Just as the edge of the
" canvas was no longer a boundary for the Abstract .
. Expressionists, the contour of the woman's anatomy no longer
g' served as a boundary between'figure and gronnd in de Kooning's
y peintings. Tne artist's g@%tures could essau]t figure and

: hackground free]y; ’ ’

be Kooning further solved the problems of flatness and

\ depth by inventing his own shapes from those abstracted from'

nature and the female form. Then he }e-assehbled these shapes

4

to allude to thenfdrm;of Woman, thereby crea;inb the illusion

of depth. While "intimate proportions" create the illusion of
; . : , ‘

s ‘
depth the "no-environment”, with an often suffocating space,

contr;dicts it. Areas between "intimate proportions" have
importance in themselves., As they ‘adopt a more prominent

e, they become, "1nterchangeab1e with parts of the anatdﬁy,
re-enforcing the flatness of the picture surface.

In the midst of revolutionary preoccupatinn witn Flat -
surface in American art, de Koon1ng brought back a trad1t10n
based on the illusion of depth. Ha combined trad1t1ona1'
subject matter with his interpretation of contengprary,
techn1?ues. His colors and forms, no matter hdn innovative:
they were, always reta1ned a "11keness“ to their natura]
source. Juxtaposjng trad1t10n and innovdtion was a nat;ral
process for de Kooning who was a master of cont(adlct1ons.

ﬂThroughout h1s carrer he has: scraped blotted, cut collaged,

k—Aspldsned and worked from altl s1des of the canvas as’ 1f/he

|
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needed to destroy his images before he touﬁd«preate‘them anew.

A]Ung;the wa& he made many innovations in technique: retérding
the drxi:g process with a personal recipé using cammercial
paint, us?ﬁg newspaper to protect the surface from air and
removing paint by blotting it, then using the resulting’

texture as part of the finished surface. Innovations came

about as responses to the immediate needs of paintings in

‘ proyress rather than from theory or imposed iﬁructureJ He set

no ]imggg and followed no style. De Kooning said: "I never
was interested in how tga?ake a good paint}ng... I didn't work

on it with the, idea of perfection, but to see how far one

could go," 31

L - . '

! o
De Kooning's innovations can be placed into a definite

historicap perépective}on1y up to a point, for he is still

painting. His techniques, painterly gestures and his

treatment of figure and ground have inspired many younger
I

artists, among them Jasper Johns and Robert Rauschenberg.

"Most 1mportant1y, de Kooning continues to 1nsp1re de Koon1ng

while remaining open to 'other influences. Each of his
paintings feeds off.previéus ones. His paintings of the 70's
are as,apgtract as thoée of the Tate 40's. Figure and
background are even more integra;ed as "they appeér almost as

after-images" of color and 1ight.32The surface is more evenly

" treated fhan before and he is more abstract than evér before.

Neverthg]ess, the flesh and magenta co]ors of the human f1gure‘

and the’ b1ues, greens and sand co]ors of the ‘landscape are
A

g st111 visib]e form time to time. Figure and landscape

P \

v

T

.
&




. : remain the underlying image of many of,these'paintings. .

Speaking in 1963 of tﬁg_igﬁg)ess he’felt'in abproach{ng his

work, de Kbonihg said: "I think whatever you have, you can do

. ’ il
. )
© a . 3
.
AN .
N . .
’ 4 " -
. . i} *
: .
hY
.

. ¢

; wonders with it, 1f you accept it."33part of what he had was’
! ' inherited from the past. De Kooning achieved a transition
' L . . .
1 . -
! -~~~ .+ between'the past and his innovations.
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- 1 : ' S ,
.~» Harold ,Rosenberqg, De Kooning {New York: Harry N.
Abrams, Inc., Publishers, 1974}, p- 23. L ,~
2

First one-man show: black and wh1te abstraction.

Palntlng, 1948 purchased by the Museum'of Modern Art, New

York. Diane Waldman, Willem de Kooning in East Hampton (New

Yorks The Solomon Guggenheim “Foundation, 19§8), p.132.

3 Thomas B. Hess, Willem de Kooning (New York: The
Museum of Modérn Art, 1968), p.124.

4 Harriet Janis .and Rudi Blesh, De Kooning (New York:
Grove Press and London Evergreen Books, 1960), p. 13.
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v " CHAPTER IV ,
CEZAYNE 'AND DE KOONING: CONTENT AND PICTORIAL SPACE

The hills around my place are covered with scrub-pine,
little trees, that only last about fifty, sixty years.
They die, then grow up again. So the hills look pretty
much now as they did centur;es ago when Indians were :
. there. So that's timelessness. Scrub-pines. Isn't it
- strange, with all the Ealk about the Timeless, that it
_really is commongjace. .
N S

. . s . 3
Cézanne and de Kooning created "timeless" art, using

subject matter that was and is "commonplace". What actually

* made their work timeless was the treatment of content and ‘the
/ .

unique, space their coﬁtenf ocqupiea. " This chapter will
1qvo1ve a comparative study of two aspects of the art of
Cézanne and de %déning, cqntent and pictorial space.

Half a century of abstract art separate Cézanne and de

Kooning. For Cézanne the definition of an artist involved

following in the Qradftion of the old masters. The subject of

bathers in landscape followed this tradition. Even the

linpressionists, as inventive as they were, did not cbmplete]y

abandon traditional spacé and imagery. Therefore, any change

either in linear perspective or figurative. and natural forms
was daring. By de Kooning's time, pictorial space and the

form and color  of images-.had gone through many chahges.

~

As de Kooning said: "At one  time, it was very dar}ng to make a

figure ré&d or blue. I think now it is just as daring to make

it flesh colored." %“ \ : o : | oo

“~

As far back as the early.Greeks, the nude symbolized the

'basic concept of symmetry and design. Kenneth Clark has

stated that since the Renaissance, artists Mhave found At .
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éasiéf‘to‘cpmpose harmoniously thg larger units of a woman's

torso; they have been grateful for its smoother transitions,

and above all they have discovered ana]péies with satisfying
Jeometrical forwms, the oval, the ellipsoid and the sphere.?3
Cézanne also saw analogies betwegn natural and geometrical

%orms. Learning to master the principles of perspecfive and RN
drawing from geometric for@s as taught in 19th century art
schoéls, clearly influenced Cézanne. He adyised Emile Berqawq
.o ~ ' |

to “see in nature the cylinder, the sphere, the cone, putting

a

‘everything in proper perspective, so that each side 'of an
object or a pline|is directed toward a central point." 4

Theodore Reff contends that “the Platonic notion of geometric
forms as the origin and essence of natural ones pers1é2ed in
the later 19th century" aﬁd "was imposed on Cézanne's pure]}

praymatic advice."5

Reff asserts that Cézanne "chose the
cylinder, the sphere, and the cone not as geometric solids of
Platonic purity, but as forms whose curving surfaces recede

continuously from the eye."6

Therefore, Cézanne's treatment of
! , ' '

fofms !innot be exdmined separately from his treatment of

.space,'as has been done by the Cubists who,mére]y recognized

the "geometric solids". Cézanne's aim was to bring forms into ,

traditional perspective. Thus the above advice cannot be,
divorced from the rest of his statement to Bernard:

Lines parallel to the horizon give breadth, that is, a
section of nature... Lines perpendicular to this horizon
give depth. But nature, for us 'men, is more depth than
surface, whence the necessity of introducing in our vibra- 5
-tions of light - represented by reds and yellows --a suffi i
cient quantity of blue to give the feeling of air.

. ) . é8,2 ' ' ' . J
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Cézanne has said “"that bodies seen in space are all convex."

L

Visitors seeing Cézanne's work in 1905 said that he applied
this theorem to flat surface as;well? Laywrence Gowing notes:
This habit seems to have reflected an awareness of the'
fact that the line of vision from the eye meets a flat
sirface at every point at a d1fferent ang]e... The
variation in the angles at which a fa]t surface presents
itself to the eye is thus different only in degree from.
the angles at which ‘the line of vision strikes a rounded
surfaces
This explains the modulations from.w#rh to cool colors of lhe
spaces between.trees and of the sky in paintings such as the
Bathers of 1902-06 (p1.12). The tfeatment of spaces parallels
that of the'so]id‘forms. ‘In fact, Cézanne yisualizes flat
planes in the same waf ds solid forms. “His-brushstrokes,
both s1ng]y and as organized in patches or areas, take the
form of p]anes set in definite space. 11 .
Céezanne's spatial organ1;at1on included both the shapidg
of individual objects into voiu&és_which.have deptﬁ and
solidity, and the placing of such objects at various intervals
and positions in two and three-dimensional space."leis'
bathers when looked Qt separately ar sculpturesque. Contour’
ljnes or heavier shadow éutiines, encircling each form,
accentuate their relief and set them clearly in space. He
further defines his figures through modeling or starting with
the point closest to the viewer's eye, thus indicating depth.
The repetition of brushwork and colors that modulate both
background and figures a]so'become anlintegral gart of the

two-dimensional surface. Hence, they create a %]at decorative

effect that is in direct contrast to the perspective of figure .

83
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and ground. Bathers (pl.12) appears to be'both a tapestry of

.color patches and a scene of figures bathed in light andﬂcc

shadow. The definition “ffat-debth“ (cf.p.33) accurately
describes the dual nature of Céza;ne's space.

*As well as de}%ning his forms. line also defines Cézanﬁeﬂs
overall space. A]thougﬁ his objects in the background are .
defined "almost as clearly as tﬁose in the foréground, Cééanhe

does use linear perspective, with some variation. Cézanne's

'space is created by a motif consisting of a series of figures

on a hbrizonta] plane, framed by trees through which one views
a landscape. ' This landscape is bdsed on receding horizontal

-

planes, the depth of which is accentuated by vertical 1inés‘of
trees, similar in composition to the péintings of Pouss}n
(p1.43). Cézanne uses the traditional formula of vertical
lines.to emphasize depth and horizontal lines to give breadth.
Overlapping fi%yres, trees, foliage and clouds further .
indicate depth. Although objects diminish as they récede,
the background plane remains on the pictorial éurche«
(cf.p.33) and does not converge. Trees slanting toward the
center apear to replace perspectival convergence.

Cézanne juxtansed the illusion of depth with the flatness

"of pictorial surface. ' Elements that indicate. depth also

stress the flatness of the canv;s. In the London Bathers
(p1.5), the blue of the sky is the same blue which outlines
apd modulates thé figures and which colors the drapery in tH;
frontal plane. Similarly, in Bathers (pl1.12) the.patche;‘of
color that re-enforce the horizonfa] planes changé‘direction

h)
in the sky to emphasize the upward directian of the trees.
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THLSE same brushstrokes repeated throughout the painting
create a flat decorative surface. In.pl. 12 as’in.his other

Sathers, Cézanne succeeded in creating a space whérein B .

3

-

'eléments in the background appear to be both in depth and

occupy1ng the same plane as the f1gures 1n the foreground.

Cézanne's Space can thus be described as two -and h S

'

®
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- ' three-dimensionalys

De Kooning's use of space Woman I was the most unique
—_— R .

invented since Cubism.13In"his paintings space and time are . :

‘ ‘. . . . . . "
’ . one. "In his two-dimensional space, time exists as lateral

. R 3 { ’
movement which is the only alternative 'to,entrapment, and is - -

wld '

therefore itself a dimension replacing the lost one of depth. i

His space tb.uithout depth, almost claustrophobic, "wheré e 'fé
tvne and space merge into doomed_immediacy.“lSFigure and -.- 1
background are on one p1ané as.hq eié]udes %ﬁy form of ' ",
i perspective. He takes parts of womap'sfanatomy,_abstr;ct them'
o | and ‘'reassembles them on his canvas. His shapes and colors - M V//

remain onvthe surface. Yet hi’ f]esh‘tones_iﬁomanlcSag

~ S arbor), h1s°greens, blues and sand colors (Woman in Landscape 3

X1) are rea11st1c. The large sca]e of the women implies ' oo

volume and gravity even though~parts of their anatomy.apgear

*

. 4 \ i °
: flat. In addittoh one generally associates the human form

B

o

.wfth solidity and occupation of space. Therefore, in terms of
content, there exists the illysion of depth in de Kooning's'
e paintings.— — X C //////

Thomas 8. Hess states that the wor:/ﬁjjgﬁt" has replaced S

“space" in the vocabulany of postwar Neéw York artists and that

« * . e . M
;
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de Kooning speaks of "my light" in reference to the content of

f his art.18The word refers to the artist's environment and his
. interpretation of it. It .is a practical word ‘since .it
includes both formalist -concerns and those of content. De
Kooning nee{gd a new definition of space to link a flat
surface with a three-dimensional theme. ‘De Keoning said that

“the idea of space is given to an aktist to:.change if he cqn."l7

In reference to this Réseﬁberg said that de Kooﬁing "releases
the shape that is both an abstract sign and the emblem.of a
concrete experience from the stasis of objects located in.aeep
space fn order t%:@ake it function in 2 new kind of

« 18

¥ psychodynamic composition. .

Ko De Kooning not only has Cézanne's ™batial dileﬁmq of'
placing yo;en into 1ﬂndséape but also of infusing 1§ndscape‘
into tﬁe‘women. The fjftiés Woman s in an'ambighous
environement made *up of fragment; of New Yo}k 1angscap§. De "
Kooning referred to thvs spagé as “no-environmént"%9 By Woman )
VI, the coﬁto;; of her‘"intimaté proportions” opened up to the
‘surréunding space (see chapter III). In Woman as _
Landscape(pl.27) the’woﬁan's anatomy becomes "interchangeable"
\

]

with- the backgwound. Tﬁeléity “no-environment" gave way to
country. “1ight" in the sixties. Pastorale and the Rubensian
blonds, as described in Chapter III, are the first to indicatey

the colors.of 'his new sPace. Even in the narrow panels of
. ; ‘ ) \

/ 1964-66 (e.gq. Hdman, Sag Harbo?l in which only a limited space

is allotted- for backg}ound. the colors ihdicqting landscape

-

already give off energy.

-
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In Woman with a Hat (pl1.44) the feet are shown frontgﬂly o
\ :

and flat. Hess states that it is not a Cubist multiple-view,

but rather a presentation of thé,specifiE angle from which
iféch part of the body is. the most itself, and is the most like
de K;oning‘s idea - and the painting's requirement;"zo This
view of the feet, cut bff.jt the bottqm of the canvas,'
re-enforces the surface-like frontal image. This latter
ef%ect is almost necessary to counteract .the thick flesh color .
that indicates volume and the 1igh{ blue tone in éhe lower
half of'}he canvas that hints at depth.

" In the figures in landscape images, in the later sixtie&;
it T§ often difficult to separate the woman's anatomy from the
1andséape. Woman has becaqme Landscape. Gestures that define
the }éma]e forim also define.thg\contour of the tand, as
mentioned in the préyious chapter. Vibrant colors and
gestures integrate figure and landscape as they define de

’ . o r
Kooning's space. This was even more true of thé work of the

-seventies (pl.45). Thus, de Kooning totq]ly reconciled
three-dimensional form with the pictorial surface. - . .
Cézanne looked at ﬂigﬁre and landscape f}om different
viewpoiht;{ not from a fixed "position as did the - E ‘ \
Impressiohists whose‘space wWas concgptua]ized‘in a moment in'
timé. Cézanne was more concerned with the structure and
permanence of nature than with a moment in éime. He further
illustrated this concern by using a “sburce]eiﬁ.light“ by
which his “colors were evenly illuminated throuahout the

entire picture... to reinforce the unbroken continuity of form

]
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and color." 2lpe Kooninyg does not use Cézanne's "multiple-view"

N

but in a similar way chooses angles from which %each pért of
the body {s the most jtself". However, pézanne's view meant
to reinforce depth while de Kooning rein}orces the pictorial
shrface. De Kooning places parts of the female form within a
Cubi'st vertical and horizontal grid structure which was =~ e
influenced by «ézanne. However; Cézanne'g‘app1icapidn of
ver%ical and horizonta],ﬁ]ane; was calculated to give -the
illusion of depth. De Kooning's random’placement of forns
within this grid counteracts this illusion. Yet it is the

Cubist influence that enables de Kooning to restructure his

Woman within a two-dimensional space. Cubism is also the

direct link between Cézanne and de Kooning. De Kooning's
light, especially of the sixties and seventies, fuses color
and form similarly to the effect of Cézanne's light. While

Cézanne introduces ™ a sufficient quantity of blue to give a

feeling of air", the blue equally illuminates the whole

. »

surface. Cézanne placed female form in a space that was not

« ™ N

only three-dimensional but also respected the two—dimensionaf\
nature of the pictorial surface. De Kooning, on thé '
otherhand, placed his Woman-in a suffocating and limjted space
which denied her three-dimensﬂoqa]ity. Both artist worked
with contradictions to define a new pictoria] space. )
Barnes and devﬂazia state that thé ﬂa}rative aspect of
Cézanne's‘work was replaced by “the dynamic reiation of planes

’ /
and solid color volumes in deep space as the principal theme

of his pairftings."22
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For the old mastefs, whom Cézanne emulated {as seen in Cﬁapter
I1), the narrative of the painting Was essential, especially
wifen portraying nudes outdoors (pl.46). 1In Cézanne's Bathery

S
the activity of bathing is irrelevant. His figures are

"simplified isolated forms without gestures and expressions

that would convey interaction (p1.47).

According to Hess, de Kooning spoke of "Cézanne's
admiration for Maltarmé, and described how Cézanne had taken
the poet's use of the'mu]tip]e meanings of words to paint a
tapleclotﬁ that also would be a mountain," 2%inﬁlar1y,

X <
Cézanne's treatment of human forms is similar to that of his

“mountains and apples, The fémale fiqures in Bathers (pl.12)

have become an overlappinyg arrangement of forums, as are the
apples in his still-lives. The p}ramida]‘composiiion of trees

in Les Grandes Baigneuses 'mijht Just as well be the arch or

drapery 1n the works'of tne old masters. Cézanne's foras

appear to be as'"intefchangeable” as the parts of de Kooning's

Woman.

Céz&nné‘s Bathers are not characteristic of the archetypal
woman( hat prevailed throughout art history. His pathérs are
neitél} mother]} nor sexual beings., They are not the
goddesses who inspired the old masters. In theg, color and
forim rather than emotion prédominate. And since in his
paintings woman‘and'objegt are treated similarly, it appears
as if Cézanne did not distinguish between them. Yet, it wds
his greatest ambition to paint female form in 1$ndscape? like

]
the old masters. Cézanne remained a representational artist .
o
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who insisted on “the development of art thrdugh contact with
nature."24Therefore one cannot separate the theme of his work:.
'frém’its dépiction.
Cézaﬁne‘s late Bathers are ;ither male or female, never
- together %n one composition. Emile Zola suggested that this
separétion was related to their youth: “"They had éveﬁ planned
an:encampment on the banks of the Viorne, wﬁére they were to
live like savayges, happy with constaant bathing... Even
onankind was to be strictly banished from that camp.”25201a
depicted the character of the painter.Claude Lantier, in his
« 1886 novel L'Oeuvre, after that of Cézanne. H%s notes for the

book stated: L7 /

-

‘ He was wary of women..., He never brought girls to his
. studio, he treated them all like a boy who ignored them,
hidiAng his painful timidity under a rude bluster...
"I do not need any women," he said, "-that would disturb
PRS me too much, I don't even know whatzéhey are good for -
I have always been afraid toetry." c
Religion and the moral ethics of his day may élso have
accounted for the sexual division in Cézanne's paintings. His
family, especiélly his sister Marie with whom he was close,
waé religious. Féaring an earty death, Cézanne turned to
religion”in'his later years.27To have painted men and women
together in a nude scene, without an allegarical conndtation
would most likely have seemed sinful to him. '
Cézanne's relationship with his wife was strained. After
his marriage, he lived most of the time with his mother and )
sister in Aix while his wife and son resided in Paris. .
Hortense's only role in her husband's life was that of a

model. When she attempted to comment in a discussion on art,

95-
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Cezanne humiiiated her in front of his friends by saying:
“Hortense, be still, my dear, you aré only ﬁa1king nonsense."28
. Hortense posed often for Cézanne and was expected to do so
withodt moving or talking.o Th}s was not easy for Caezanne
worked very s]ﬁély. At one time he ¥eproached her for”moving
by asking:r"ers an apple move?" 2%As with most partraits of
his"uifé (p1.48), his Bathers show no character or_ emotion.
IThe figures are interpreted as objectively as props in a
stili-]ife (p1.1,47). '

Cézanne had difficulty in getting alonyg with people in
general, male and female. Male models had as much difficulty
as Hortense did in posing for. him. Cézanne's‘est;anged
rélationshxp with his wife, father and friends mnay very well
have inflienced his portrayal of human figures. For whataver
reason, Cézanne treéted the humnan forim nmuch as he treated v
objeét and lindscapé. This treatment represents the most
original and revolutionary aspect of his paintings. Although

]
Rewald states that, "Cézanne's fear of women had Jrown with

age“?oh\s Bathers continued to be modelled after nature in
color and form., Figurative content was always an integral
part of Cézanne's paintings.

By de Kooniny's time "abq}éact art had made it possible to

free the aetaphor from specific objects”, enabling him to

. 31
create forws that were not recognizable out of context. He \

created a repertory of shapes that were renewed from one

paihting to the next. Yet, no watter how often these shapes

e, Wb e B L e T

changed, they continued to-allude to their source - parts of




Pl.48, Madamé Cézanne in a Red Armchair, -

' 1877. 01l on canvas. Museum of Fine Arts, '
Boston, ’ . -
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the female body or landscape. The right arm of Woman I

resembles the profile of a leg as does the rightqarm of Woman
IV (pl.49). HNevertheless, due to its various placements the
shape recalls its original soJrcé, a human‘arm. When these
parts are examined separate1y; cp]or is the clue to their

origyin. In his Tater paintings, color is the only clue to the

source! of imajes taken from anatomy or landscape, images

separated from their context. The womaﬁ in Woman in Landscape
XI (p1.43) is still recoynizable in context but the landscape
is only suygested by the sand-colored baékground and green

strokes 1ndicating shrubs or grags. By Untitled-Two Figures

in a Landscape (pl1.45), " de Kooning wrested from his

envi}onment elements of coolness and warath and sunlight and
has made .the tangible forms of figuré and landscape...
appear alnost as after-1mages.“321n his paintings of the 70's
only" the use of flesh co]o; and occas{oné1 titles suggest the
presence of female forms. De Kgoning sajd that "content is a
glimp§e of §omething, an encounte} like a.f1ash."33He derives
his content from what he has see; and experienced. A shape,
even*distorted; can be recoynized if it is placed in a
familiar‘framework. De Kooning reduced his context to a
"glimpse" Qf figure and landscape. ‘

In speaking about the content of his paintings de Kooning
said: . 5
The Women had to do with the female thréugh all the ages,
all those idols, and may be I was stuck té an extent; I
couldn't go on. It did one thing for me: it eliminated

composition, arrangement, relationships, ]igrt - all
this silly talk about line, color and form.”-
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It appears from what de Kooning sa{d that the female 1mage
of fered him a convenient subjecg. The female Rorm lent itself

-« to both symbo]iz and abstract interpretation. On the one

hand, Woman implies a narrdtive as it relates to women painted

 throughout art histdry. On the otherhand, its form répresenrs
~a basic concept of symmetry and order. Therefore, by placing
such a form simply in the cdnter of his canvas, de Kooning

3

e]im{nated t@e problem . of giving his Woman a definable

{ location.

’ v

. . . o L ‘
The massive size and frontality of the Woman of 1950-53
and the toten like image of the women palnted on doors in the

.60's. accounts for their being referred to as goddesses.

e

Thomas B. Hess, as‘gn examp]e, called the Woman of the f1ft1es
the ’ "B]ack Goddess" 35Neverthe'less, he saw her com1c nature as
well. De hobnlng said of her in 1963 "I "think it had to do

w1th the idea of the 1dol, the oracle, and above all, thel

w36

hilariousness of it. The hilariousness of the. Woman der1vgs

from the juxtaposition of the earth- goddess with the

b

moderq;lcons": p1nup girls .and go-go dancers'37The

ferociousness of Woman and Bicycle, pl;33 {(in which the teet“
Tand smile -are repeated as a collar) is contrad1cted by the

fact that this image pokes fun at the ad from which it:was

L]
N i

taken. _ ‘ ' - ,

' As\spated in Chapter III, Woman was more.a oarody of the
media's view of women than it was de Kooning's real view of
then., Neverthelessf de Kooning chose to portray this view.

His portrayal of women as gossips or seductresses cannot be
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‘avoided. They are yenerally shaown go-go dancing, s{nging

(pl.34), sunning, swimming or involved in other idle activity,

often in unattractive poses (p1.38,30). Bitter Rice a film ‘ s
made in 1949, dealing with the exploitation gf women in the ,

rice fields, was a favorite of de Kooning. He especially .

liked the'%mage-of women knee-deep in ihe wet fields (p1.50). !

According to Charles Stuckey, Woman, Sag Harbor imitates "the

o ‘ cr{x beauties standing knee-deep in tﬁeir own reflections." 38
Whether satirically or not, de Kooning's work gbntinual]y
. reflected the narro& and often vulgar. perception oé women by
the media. "One such image de Kooning chose was the pinup with

the wide smile dnd white teeth whichf he made into an icon in

"t

‘paintings'such @s'woman and Bicyc]é. His choice implied a
view of wow ken_ from the vulgarity of.American life.
‘De Kooning is not completely representational since color,

form and,jesture are as much a. part of his paintings as are
) , }

women and landscape. He stated that t largeness of the

" . Woman's breast was due to his own gestures (cf.p.§2). VYet he

¢

, L N .
never carries this formal ziﬁjtude to the extent that form can °
0

be totally independent of ntegt.' Many of his aesthetic : '

’ choices are ne]atei/ﬁg/his choice of subject matter. Magenta
A

.and garish pinks a chosen to interpret his women; the blues,

+

greens and»sqnﬁ/tones for his landscapes. The same can be :

said of line, form and composition. De ‘Kooning's content is
L s ( ,

T nevgp/gunied under form.;'Thus,'there is an attitude toward

e

! ’}// _ necessities of, his paintings. . While Cézanne did not ¢ :

S

Weman that de Kooning cannot bury under the aesthetic

t
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Q2 . e
distinguish between woman and object,
o,

de Kooning cho;e‘not:to
distingu%sh between Woman and superficial sbcia] attitude
which cast-"her as an object.
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CONCLUSIéN _ .
) L N

For Cézanne and de Kdoning there was a relationship
between aesthefjc choice and subject matter as well as
between aesthetic choice and spatial choice. Thgrefore; in -
their painiings the interpretation of, space is direct\y ’
related to iconography. ' S |

In their iconograahy Cézanne and de Kooning represented
an unsentimental attitude toward women. They deni®d the -
idea of beauty traditionally associated with the female
body, Cézanne by portraying the female image as an object
and de ﬁqoning by dematerialiiinb her altogether. Both,
artists presented a male chauvinist attitude similar to the
one attributed by femininists to formaiist art theories. One
can also add that the chauv}ni§t attitude of these artists
- did not differ greatly from that of-other members of their
" society. |

Femininists have rejected the port;aya1'of woman
throughout art history as a goddess or either a sexual-or
- decorative object. Ihese archetypes ha;e deﬁ%rsona\ized
ngan by‘degradiné her or making her anonymou§.~°According
to John Beryger, "a naked“body has to be seen as an object in
order i:{bgcome a nude, (The sfght of it as an object
stimulates ghe use of it as an object.)"l Berger refers to
the Europe%n art tradition wherein homgn was portrayed as
“an object of vision: a sight.“2 Modern art and formalist

i

atyitudes toward woman were even more impersonal? Cézanne

\ | h
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did not even see woman as an object to be owned or desired
but s1m;\y as an obect. ‘%nd according to Hess. for de
Kooning woman's body served as an obgect1ve‘substructurg.m
Jeremy Gi]bert-Ro]fé found it “exasperating” that Matigsé‘
insisted on describﬁng his, paintjnds of blank faced women
"in terms of color and line alone."? Like Matisse,
‘contemporary formalists insist on the exclusion of subject
. matter from their language; Cézanne's péintfngs are prime
'tdxgets. For Cézanne and de Kooning, approéch to contént
wa; both formalist and interpretativef Furthermore. the
formalist aspects of their work depended directly on the
intéfpretive aspect.

Tﬁe\question at this"point 15:nWOg1d‘the spatial choices
made by Cezanne and de Kooning be the s;me if they had
treated their subject matter differently?‘rtézanne gave his
bathers the same concern he éaye his background., Both
female image and surrounding space were treated w{Eh,similar
color, brushwork and 51mp11f1ed 11nes. Any further
clarification. and human1zat1on of the female image would
have made her‘qven more sculpturesque, thus Qeces;ltaﬁ1ng a
.dominaﬁt three-himensional space to contain her. If this
were so, the duaiity (two-and three-dimensionality). of
Cézanne's space wsu]d not have been 3ossible. Similarly,
tﬁere is coherence between de Kooning's tréatmenf of the
female image and his‘spatia1 concerns. He has restructured
Woman's anatomy and Spened herldp to the surrounding space

/ ' . B .
in order to combine hé{ three-dimensionality with the

.
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“flatness of the picture-surfahe. Parallel ﬁadnfer]y
techniques define bétﬁ figure and ground and,make them
"interchangeable."‘Demateria]fza;ion of Woman was necessary
to the exclusioﬁ of perspective. Thus for Cézanne and de
Kooningithe integration of figurg and groﬁnd could not ha;%
been possible withqut an unsentimental approach toward the
female body. [ would contend that this appoach was an

" aesthetic necessity with regard to spatial choice.' Their
work reflects .a coherence of male chﬁuvinist attitude and a
pfeoccupation with formalist aspgcts of paiﬁting.

It could be argued that Cézanne was ‘the source of a new
form of male cﬁauviﬁism in art - objectifying the female
form out of neces§ity: De Kooning's paihtings reflect the
same necessity. Although Cézanne's Bathers are featureless
and generalized, they remain interpretative. C&zanne's fdra
of representation made new exploration of pictorial space
possible. Similarly, de Kooning's treatment of ﬁgmgﬁ does
not make his wdrk any 1éss representational’. His form of
representation made new.exploration of two-dimensional space
passible,

Their trea%ment of fema]equrm<resulted in a new
depiction of p{ctorial space, a&ﬁ, vice vefsag their
treatment of pictorial space logically resulted in.an
objective approach to subject matter, which happgned to be
woman.- From a formalist point of view Cézanne's approach to
stili-life and landscape was no different from his trea;ment
of the bathers. Similarly, déﬁKooning's treatment of woman,

[ -4
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derived partly from the abstractions of the 40's, was no
different from his treatment of landscape. In this context
therefore,. the treatment.of woman as objéct becomes

understandable.
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| Co e v NOTES

1 John Berger, Ways of Seeing, based on the B8C’
television series with John Berger{London: The British
Broadcasting Corporation and Harmondsworth, Middlesex,’
England: Penguin Books Limited, 1972), p.54.

e . . 2 1., pual. -

3 Thomas 8. Hess and Linda Nochlin (eds.), Woman as .

Sex Object (New York: Newsweek, Inc., 1972), p.228.

4 Jeregmy Gilbert-Rolfe, “Matisse the Representational
‘Artist”, Artforum, Vol, XVII, no.4 (December, 1978), p.49..
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