- v
4

National Library

of Canada du Canada

Canadian Theses Service  Service de\s théses canadi

Ottawa, Canada - .
_ KIA ON4 } .

s s -

o - NOTICE .

. AT .

Thequality of this microform is heavily dependent upon the
Quatity of the original thesis submitted for microfilming.
Every effort has been made to ensure the highest quality of
reproduction possihle. -\ - .

If pages are missing, coniact the university which granted
the degree. .

&
Some pages may have indistinct print especially if the
original pages were typed with a poor typewriter ribbon or
it the university sent us an inferior photocopy.

Réproddcﬁon in full or in part of this microform is governed
by the Canadian Copyright Act, R.S.C. 1970, ¢. C-30, and

subsequent amendments. \ .
yd
& s
8 .
L 1
¢
/\
{
7

NL-339 (r 8804)c

..

Bibliothéque'nationa

[

"AVIS .

¢ i

La t}ualité de cetle microforme“dépend grandement de la
qualité de la thse soumise au microfilmage. Nous avons
tout fait pour assurer une qualifé supérieure‘de reproduc
tion. ’

S'il manque des pages, veuillez . communiqudY avec
Funiversiteé qui a conféré le grade .

La qualité dimpression de certaines pages peut laissgr A
désirer, surtout si lesspages originales ont été dactylogra-
phiées a I'aide d'un ruban usé ou si l'université nous a fait

. parvenir une photocopie de qualité inférieure

. La reproduction, mé}ne barﬂelle. de cette microlorme est

soumise & la Loi canadienne sur le droil d'auteur, SRC
1970, ¢. C-30,.6t ses-amendements subséyuents

A



L 3

v

LY

Hans Hofmann: A Painter's Teacher
'-’ ) ! “
An historical study into the life and pedagogy
of one of America's foremost teachers of painting

t

. Sharon Sptherland .

. \ .
. . A Thesis .

in , .

. The Deﬁartmedt'
of

- ' Art Education and Art Therapy

l

Presented in Partial Fulfillment of the Requirements
for the Degree of Master of Arts at * .
Concordia University" .
" Montréal, Québec, Canada

Al

; o ' April 1989 . .

. — ©  Sharon Sutherland, 1989




e

. National Library

!

K1A ON4 ) "

Lo

The author has grapted an irrevocable non-
exclusive licence allowing‘the National Library
of Canada to reproduce, loan, distribute or sell
copies-of his/her thesis by any means and in any
form or format, making this thesis available to in-
terested persons. .
. o &

The author retains ownership of the copysight
in his/her thesis. Neither the thesis nor substan-
tial ‘extracts from it may be printed or otherwise
reproduced 'without his/her permission.

” Bibliothéque nationale

f
/

" of Canada du Canada
Canadian Theses Service Service des théses canadiennes -
Ottawa, Canada N

I
Y

Y

L'auteur ‘a accordé une licénce irrévocable et
non exclusive permettant a la Bibliothéqué na:
.tionale du Canada de reproduire, préter, dis- .
" tribuer ou vendre des copies de sa thése de
quelque maniére et sous quelque forme que ce
soit pour mettre des exemplaires de cette thése
ala disposillon des_personnes Intéresséea

# L'auteur conserve la propriété du droit d‘auteur

, qui protége sa th#se. Ni la thése ni des extraits

substantiels de celle-cl ne doivent étre imprimés
ou autrement reproduits sans son autorisation.



o ABSTRACT

HANS HOFMANN: A Painter's Téache;

)
.
. ~ s

This thesis .examines the life'éh&,pedagogy of Hans
‘Hofmann agd'includeé a review of his development and:a ;tudy
regarding his‘ﬁosition~as’an a;tist—teécher in 20th Century-
Art. Hofmann's teaching at his Munich schosl and his role as
. "é@ eminent artist*téacher in the New York art world of the
| ‘19305 and'i940$ are examined and'analysed. Historical’
factors/arelreviéwed in the light of their~affec£ on
Hofmann's life’Choices both 'as a writer and as an artist-
5o - ~ teacher. ‘Sources used in this'study are drawn from‘Hofmang's
' ‘ 1f°written work, from comments by his studéﬁts and from | .
h contribggioh$ bX American critics ard prominent artists who

. l,
were associated with his schools..
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"The Artist must followihis inner direction more

- geriously than is done at present. Art teachiﬁg
is not soap ménufacture. The value in the :
: artist is apt to be that of differences rather

than that of likenesses." S
! v ‘ e ¥l
{ A

" o Hans Hofmann- . .

A

~

'From "On the Alms of Art,™ trans.: -

Ernest ‘Stolz and Glen Wessels,
Fortnightly (Campbell Calif 1
February 26 1932)

4
4




vl

o0 SR S

A
28

¥

k4

understands.™
) v
-_\
L] a -
S
/

. .
- A Y
iy .
-
. )
| >
' s s
-/
'— ¥

« vy s



.

N

ot

Acknowledgements u .

. . »
v Ty, \ _ N -
C"\‘ . .
. - ) '
. . .- R N .
f ’ i v,

Hans Hofmann,,the palnter first came to my attentlon ..

3

“ while viewing an exhlbxtlon drawn from the modern collection

of the Museum of Modern Art in New Yg%klln'1978." The large,
brilliantly coloured canvasses that I liked invariably
turned out to be the work of Hans Hofmann. I ﬁaye often
Heard of Hans Hofmann called a ﬁpainteng teacher! and

wondered what. that phrase ‘meant. Why did so many artists I-

. - e
was reading about during the ‘Abstract Expressionist period v
. . ’ .
"refer to him with such respect? What key did Hofmann's' story
Al ’ M B ]
hold for me, a practising ‘painter just beginning to' instruct 7

L

-

art spydents? ¢ ‘ ' S , .
I wish to thank Dr., Elizabeth Sacca who gave me the
inigial support to investigate the topic, and the research

skills to begin it. ’'Stan Horner guided the inspiration and

Dr. Mark Cezer encouraged its fulfillmeht. The Andre

Emmerich Gallery in New York and the Museum of Modern Art,
offered important primary source mater%als. Abbeville Press
granted permission to use the photographic material I want
especially to thank James Reed who taught me to love and-~
cherish the process. This manuscript was typed by Michéle

Gour. S o & -
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“linked him to many significant art movements in the first~

¢’

Hans Hofmann's scacure as anj;nfluential,ceacher'yas
recognized during his ligetiméﬁ He wa's ecknewledged as a
master, teacher by many of his former pupile; ~"His success 8s
a teacher. is suggested by the number of superstars in'tccay's
art scene who were his students" (Newbu;y, 1980, p. 1),

% This thesis deals with Hans Hdfmann's career in.a socio-
¥ Y )

historical contex%; and looks at the critical factors which

half of the Twentieth Century. This thesis contends that

,

Hofmann's role as an artist-teacher has implications for art

training today.

The term artist-teacher which still has common usage '
today, 5tems from the period ﬁhen many of the art academies
on the Eastern coast of the United States were founded by |
European-tralned artists, some of these being Robert Henri,

Thomas Eakins, and Thomas Anschuth. "It would seem that most

of the memorable artist~teachers in this countr;>were

,professional artlsts first. The teaching developed as

another facet of their personalities” (Byrd, 1903 p. 130).

During his lifespan of eighty-eight years Hofmann was able to

synthesize his personal experience of major Twentieth Century:.,

art mcvements into specific tools to develop the craft' of
painting. "What he learned along the way cannot be

X 4
overestimated in its impact both on his own development and

K3
' " = .
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on the development of modern art in America, where he lived

from 1932 until his death in 1966" (Goodman, 1986, p. 7).

3

Hofmann developed his own giossary of ‘terms which. he
used to teach h%f studehts. The following terms are quoted

from Sgazgn_ﬁgz__nhe_aeal_and_mher_ﬂsaam edited by Sara

Weeks and Bartlétt Hayes .(1948). They will be  used

extensively throughout this paper.

Y N -

Nature: the sourcg of all inspiration.
. \

Whether’ the artist works directly from
nature, from memory, or from fantasy, o
nature is always the source of his
creative impulse.

The Artist: an agent .in whose mind nature is
tran§formed into a new creation. .
. The aXtist approaches his problems from a
methapMysical standpoint. His,intuitive '
faculty of sensing the inherent qualities e
of “things dominates his creative ’

instingt.
- N
Creation: a synthesis, from the artist standpoint,
R of matte., space aqg color; - ,

creation is not a reproduction of
observed fact.

Positive the presence of visible matter. .- .
Space: - ‘ 3
Negative the configuration, or ‘'constellation'
Space: of the voids between and _around portions
. : , of visible matter. fi
" Color: in a scientifi¢ sense, a particular

state of light; in an artistic sense, ﬁhe
perception of plastig and psychological
differences in the quality of ligh? :

—




Expression

Medium:

Picture:

Plasticity:

Spirituality:

L3

9

- 4

. .
N -
the. stimulus of, the optic nerve by light;
artistically, the awarenéss of variat s
in the nature of this stimulus whic¢h
enables ong to distinguish positiqe and
negative space and colour.
the 1maginative projection of one's own
consciousness into another being, or
thiﬁ In visual experience, it is the
intu1tive faculty to sense qualities of
formal and spatial relations, or
tensions, and to discover the plastic and
psychological qualities of form and
¢olor. .

The matérial meahs’py which&ideas
and emotions are given visdple form.

Each expression’'medium has a nature and-
life'of its own agcording to which'
creative’ impulses are visualized. The
artist must nog only interpret ¢his
experience of nature creatively, but he

' -must be ablé to translate his feeling for ~

hature into a creative interpretation of
‘the expressidn medium. “ To explore the
nature of the medium is part of thes
understanding of nature, as well as part
of the process of creation.~

the plane, or surface, ‘on which the
picture exisms.

A

flatness. ,Flafness is synony with
ﬁwo—dimensional ty.

The essence of the picture pianﬁfis
mo

a

the transference of three-dimensional
experience to two dimensions. A work of
art ig plastf® when its pictorial message
is integrated with the picture plane 3nd
when nature is embodied in terms of the
qualities of the expression medium.

- \

thk emotional and intellectual Synthesis

of Pelationships perceived in ‘nature, ’-

rationhlly; or 1ntuitively. .
Spirituality in an artistic seénse would
_not be confused.yith religious meaningv -

i

B4
[

P —

LY
.



- a ' o .
A ~ Reality: artistically, san awareness. There are ‘
- . . two kinds of reality: physical reality, o w
. apprehended by the senses, and!spiritual
. " reality created emotionally and
’ . . intellectually by the conscious or _
- o/ v l§ schonsc1ous powers ¢of the mind. =~

- ' 1

-Hofmann's views on’art helped to condition the thinking

".,’ , ~
« _ and expectatfons of many art theorists, notably Clement
G}eengéfg and Harold,Rosenberg (Aahton, 19721,p. 72). "It
- /
;Eé in Hofmann's studlq that Greenberg heard the first .

[ .
authoritative dlscusslons of the strictly 1nter10r problems

' LY

of pqxnting" (Ashton, 1972, p. 79). This is confirmed in The
~Life and Times of the New York School by Dorg, Ashton who
wrote,,"Greenberg learned how to formulate his image of /

Cubism which was so important to his development as a critic.E

eally the fundamental sggas of " hls trade" (1972, [

A -

p. 79) \She also emphasizes Rosenberg's debt to Hofmann whom -

shebelieves provided a»pictorial language for the young

L e ~ ,

: /éritic, a new vocabdlary and &n approach which helped him to - <§
r" ] - N -

gaim insights“into cur éntfpainting styles. -

"Major texts on Hofmann are by William' Seitz,who wrote ‘
* Hans Hofmann (1963% -and - ]

.Aferica (1963). Sam Hunter wrote Haha_ﬂgﬁmann_(i967). This . ¥
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book evaluates Hofmann s origlnal essay Plastic Creation
(1932) and the My_ste;y_gf_crﬁaule_i&em;ms (1953) .

Sam Hunter attributes Hofmann's success as a teacher to
"a systematteﬁinstruction, analysis o©f student work, unified
by a conceptual approach (1963 p. 13). An extensive '~
biographical study by Cynthia Goodman, (1985) entitled
Hofmann, provides extensive research on every aspect of Hans
_Hofmann's painting career from higaEuropeanlheritage until
his death in New York on Februari 17, 1966. These three
publioations trace Hofmann's careet from his early years in
Europe, the f!iendships he formed wi@h Americans through his
Munich school and the development of’his art, unti'l his
growth as a.major force in the New York art establishment.

Thé/roots of American Abstract painting«are oharted by
Lane and Larsen in mend.ﬁmlmm_imm
1927-1244 (1983) Their book outlines the role ‘Hofmann
played in organizing the community of New York abstract
artists in The Village of New York City,. ‘Cynthi; Goodman's
Ph.D. thesis (1983) looks at the transmission of Hofmann's
European experience throughout his teaching caregr. Joseph

il N . ~

Love in i 3 ’ (196%)

4 B * ! . e

analyzed Hofmann's writings anH\Ehfjéubseguent influence of

these ideas on his teaching methods. Roger Lee interviewed

Canadian West Coast art educators in.order to research

4

Hofmann S 1nfluence on their art formation. These inteﬂbiews
P

A e
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were published in Ihe Theories of Hans Hofmann's and their
influence on his West Coast Canadian Students (1977.

Seitz's'fh.D. thes}s reviewed Hofmann's painging"
philosophy as revealed in.Hofmann's wrjitten works. Allan
Kaprow states that "modernism's §}eate$t teacher arbitrarily
isolated a theory of art fro% thoée important currents around
him which could have destroyed him and his school" (1966, p.
2£). Rosenberqg called it "an aritagonism ;? the prevailing
mode" (1979, p. 107). . But Rosenberg sees thié isolationist
.quality of Hofmann as‘"performing his most important fu’ng;ion

’ N
Maurice Tuchmann (1969, p. 18) ip New York School: The

. Eirst Generation, is helpful in allowing us to see what the

as a teacher".

majof critics were writing abou£ the art scene in,the 1930s
and ﬁhe 1940s. He quotes Greenberg's detailed anal?sis of
Hofmann as a ’painter. Sam ‘Hunter agrees that "there was.a
high cost of seifless expenditure of timer and talent in
teaching.™ Asht;n affirms that ;ﬁe “energy it took to run a
real atelier was %robed in the consisgent effervéscent
quality that was particular to qumanﬁ" (1970 p. 70). Thomas
Hess writes,‘fTeacHing may have something to go with keeping
ﬁis own work on ice" (1971, p..109). Walter Barnard sgggests
in his'bbox, Hans Hofmann, that the stylistic newness of his -
“work hindered his public acceptancé; _"Hofmann w;s allowed ‘
his due as a teacher to ease dismissidg him as an artist”
(1976, p. 11). But H@rold'Greenberg~attributed Hbfﬁannjs

o '

0y
.

S
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belated public acceptance to the fact that "his‘Péris
- experience confrontea him with two many 'faits accomplis' by
artists his own Age 0r10nly a few years older, and Hofmann
‘had to wait until the art movements of those years and the

H

interwar years were spent before making his own move" (1561,
. p. 181). Hunter sees the years of experimenting as providing
more scope to Hofmann's choice of subject: "theﬂdifficulfy

4

with Hofmann's art has been both its diversity and its

) \
generality" (1963, p. 16).

Thomas Hess saw a reshrgence o} intefést in Hofman?'s
palnting; Because of this diveérsity in his career Hess
attributed this interest to the fact that "it was aléource of

A streﬁgth thag Hofmann wastable‘io embody many aspects of the
modern tradition 'at once, with no sense of contradiction,
"without giving hiniself up to any one of‘theﬁ“ (1971, p. 107).
Greenberg: saw this quality as essentially good, and called
Hofmann'a "virtuoso of inventiveness" but cautioned, "in art
" ’, 6ne cannot scatﬁer one's shots with impunity.and Hofmann has
* paid the price'in terms othuaiity as well as acceptancé" (p.
1§0);' Sandler, in his afticle Synghggig;gubiam,ghas HofhaWh
explain this propensity. "I'insisted on painting.in several
styies at any one momené in my caree?. I ﬁate to repeat

ﬁyséif." {Sandler oﬁtlines Hofmann's life-long ambition as

an original synthesis in a non-objective manper of Cubist

¢ .- geometry and Fauve colour and texture" (1976, p. 105). This
diversity was seen asipositive by Hess. "Hofmann represents
. , . \
- L ", -
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somewhat of -a special case in recent'avant—garde art, he
st;nds at the crux of the unsolved problem of defining the?
relationship between innovation and quality" (1970, p 108) .
Bultman in Ihg_Agh1gxemgnt_gf_ﬂan§_ﬂg£mann (mgsz) also
defends Hofmann's approach to painting as a "disregard of the
corporate image of what an artist should be and do" (1962, p.
45) . Fritz Bultman called this constant revolution in |
Hofmann's work, "absolutely modern and it's what makes
Hofmann part of the future" (1962, p. 46). Rollo May
proclaimed Hofmann'e place in~histpry by calling him a
“venerable dean of abstract painters™ (1975, p. 100) and "one -
of our most expert and experienced teachers in this countr?,"‘
€975, p. ldO). William Seitz collected fifty responses td a
questionnaire he designed for the students of Hofmann who had

exhibited as a group in an eclectic exhibition at the Muéeum,

of Modern Art in 1963 entitled "Hand Hofmann and his

Students". Many of ‘the @mulative responses have been requoted.

by Sandler (1976) and Rosenberg (1970). .
| "The ahility of history to employ the past helps us to

gain a clearer view o the present" (Eisner, 1962, p.(157).

\The teaching of art has been dependent on standards and

practices evolved in the training of professional artists.

" Therefore Hofmann s role as a leading teacher within the

[ - . —
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Abstract Expresskonist movement, énd the deveprmenE'of the
Secend New York School may hold a key to present#dayystudio
instruction. ' | .

This thesis on the life and educational contributions’of
Hans éofmann adopts an historical&research meéhodology, using
the form of biography.

The material chosen fqr review w?s selectéd from primary
sdurces, manuscripts written by Hofmann, (he wrote fifteén)
and, from eye~-witness aécount§ of his teaching. Sources were
also taken from newspaper articles wri§ten by people who came
into contac£ with Hofmann at h;s 9th Street studio. .-
Secondary sources ébbut the life and times when Hofmann lived
in New York will be drawn from survey studies on the growth
of American abstract art a%ter the First World Wag,‘and from

several uniyefsity rqsearch‘papers about his life and

writing.

¢
R

Louis Cohen and Mannion (1980) has (isted problem arqas‘
of historical research one of which is: "an expression of
personal bias, as revealed by statements lifted out of

.context, assuming a téo_geherous or uncritical attigude "

- towards a person o&'idea" (1980, p. 42). However in my
reading of Hofmann's career I could find no crifiéism of his
teaching, otﬁer than céftaih gtatements expressed in
interviews with some female students who found his approach
to domen painters chauvinistic. For example7.ganadian

Alexandra Luke reports that he once said of her work, "that



:
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-is 80 good you would not kndéw it was done by a woman!" .

, !

(Munrg, 1982, p. 201). On the other hand many distinguished

' J"‘;l

secbnd generation artists of the New York schodl were female

alumni of Hofﬁann ingluding Helen Frankenthaler, Grace
Hartigan, Jane Freilicher, Marisol, Nell Blane, Ann Truit andA
Lee Krasner. '

Hofmann's abilify to articulate his pedagogy and to
insB}re a form of devout discipleship will ‘be analyzed in the
light ef the forty-year péxiod in which he taught Does hig
model as 'a studio teacher- have ahy message for art education'
today? *Hofmann had evolved his own vision -and urged his
students to do the same, once the pictorial principles he set

P P
dowﬁ were undefstood He was an elitist in the sense that he

: believed his approach to plastic creation could provide an

effective methodology,fornhis students, and yet he was able
to focus on individual concerns. He did not conduct his

studio classes democraticallx. He operated the class like a .
3

"bﬁrgefmeister" (burgomaster) a master 'of the class and sole //

; . /
authority. . ) /

M

N /
. For Hofmann the identity and value of modern art was//

never in questibﬁﬂv "Rather -his two careers as artist and
teacher which- ih,the highest sense are inseparable from each
other ... gaye form to the intellectual enVironment/in which
we have been living during the last three decades"

(Rosenberg; 1966) .

- - ’
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/" Hofmann's profound belief that he had a "message"
/é;rries meaning today. He felt that he had something to
communicate and "that if he didn't db it, something would be
' //{ lost or misrepresented" (Russell, 19?2, pP. ﬁl). If any one -
/// thing can be made of the art world tlday'it is that ... "the
i 'best artists learn, and are not taug t (Russell, Nl1). 1In
" place of the ancient hierarchy of master and apprentice, now
/// R there is "a freejfloating moiecula; system of equals"
(Russell, N1). ﬁofmann was concerned that'the*&aissez—faire
attitude of 20th Century Art had lost some of the

,authoritarianism of the art academies, and that the,

"téchnlques and methods which are the foundations of visual

language might beﬁlost in the process.

Finally, Hofmann's ability to articulate his pedagogy
( 'and to inspire a_form of devout discipleship will be
analyzed He was an elitist in the sense that he believed his
r . aoproachgproulged an effective process through yhich students
/dould focus‘on individual concerns. Yet he held the
individual student s creative abilities as the highest, most

*

important factor for creative work (Goodman, 1986, p 73).

’

»
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Biography .

v On March 21, 1880 Johann George Albert Hofmann was born
to Theodor and Franciskef Manger Hofmann, both of Protestant
origin, in Weissenberg, Germany. His father was dn official
"with the [German government. "At home, his father was a
severe discipl;;arian,'who had little contact with his
children. Tﬁe strongest influence on Hofmann seems to have
come from H;fmann's m6£her and his maternal grandfather”
(Newbury, 1980, p. 16).. Hagg, as he was called, and his _ - R
brothers and sisters, loved to,spend the.éummers at their (i\ |
grandfather's. farm. His grandfather.was a vintner and brewer

in Bavaria, and Hofmann was very attached to h{;: and this

elderly man took on the role Of father substitute. "Hofmann

credited his time spent with his grandfather with his growing

interest in the nature of ;eality" (Newbury, 1980, p. 12).

g

In 1886, when Hofmann was six-years-old the family was
'%ransferrea tomMuhich because Mr. Hofmann’Sr. became a
governmené offiqial. Hofmann attended public school in
Munich a@ﬁﬁexcelled in mathematics and sciegce. He learned
to pléy the piano, yiolin and organ. Hofmannsg‘love of
ngture was nurtured by vacation visits~to his grandféther's
~farm on the River Main. During thes% visit§>Hofmann beéan‘to

draw. By the age of sixteen in 1896, he had become an

assistanﬂ to the Director of Public Works of the state of

T e



Bavaria. There he was able to pursue his interest in

mathematics and science by using the library facilities.

~ L
" buring his youthful years science took up a great deal of his

time, but he was still able to maintain his intereét in thé
arts. ,

In his new position at the Public Works he learned
mechanical engineering. fhe resulting use of the scientific
approach and the development of his invehtive personality are
evident in ﬁis later writings and teachings. Through science

ﬁe was able to sé}vey nature broadly and objegtively which

‘later 1§Fd to further experiments. <:\§;nh
Hofmann's involvement with innovqtion at were

occurring in the art world dates from his first encounters

1=

with them in Munich. In 9d)idterview he stated:

There was an extremely active modern. movement in
Germany as early as 1893. It was known as the
Secessionist movement, and was a development of
Impressionism. This group later split and neo-
seccessionism was born; - it spread throughout
Germany and I exhibited in Berlin with them.
(Art Digest,~ 1947, p.17)

Wil ofmann's teacher at ‘the Moriﬁz*ﬂeymann
Scpbol' f Art, was profoundly impresség_u%th Hofmann's
vefsati ity and intelleCtuaf capacity and offered to
introduce his new friend to the’ fiephew of a Berliﬁ collector.
The pephew, in turn, introduced Hofmann to his wealthy uncle,

Phillip Freudenberg, a department store owner. In 1903

Freudenberg became Hofmann's patron and during the next ten
]

13
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F years, assisted him in setting up residence in Paris, a

lmajor'centre of the art world during the crucial beriod,

a

. 1904-1914.

Hofmann attended evening classes at the Atelier

¢

Colorossi aloRg with Matisse, and painted the same view of

the Seine frém the same balcony aﬁ the Hotel Bisson. Hofmann

made the acquaintance of Robéff Delaunay and frequented the

! .
o Café Dome where he met Picasso, Braque, Karsten, Pascin and

/ .
* /Carles. In 1910, Hofmann had his first one man show at Paul

;Cassirer's gallery in Berlin. v
During the summer of 1914, Hofmann's sister became ill

so Hofmaﬁn expendgd his summe} stay in.Bavaria into the .
autumn.‘wThen thé outbreak of World War I prgveﬁted his
return té Paris and his ﬁatron Freudenberg was unable to

+ continue the finan%}al support,.‘ﬂofmanﬁ was refused entry.
into the Kalser's army because of an gld lung les%pn.y

-Bécause his paintings were not bringing in enough revenue to
cover liviﬁg expenses, he decided to open his own school,
Schule Fir Modern ‘Kunst, at\40 Geogeqptrasse, Munich. - Iﬁi
addition to the normal fﬁnétion of providiqg'art instru&tion,
the school afso served as a treatment cenfre for shel;-
-shoqked soldiers. As Hofmann's teaching reputation sgread}l
after the war, students from all over Europe and the United
étates Began to attend his scheol. As part of an expanded

programme Hofmann organised students on summer trips to

Ragusa, 1924, Capri, 1925-27 and St. Tropez, 1928-29.

»
' - -

o
.
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’ ) By{1929, the political climate in Germany was extremely’

sensitive. In 1930,‘Prof ‘Worth Rhyder convinced Dean H.L.
ed

Bruce of the Univer31tyfbf California, that Hofmann was the
most important teacherggi/painting in the world, and. should
be invited to teach a summer session at_Berkely.cﬁThe
"followjng summer Hofmann returned to Berkely but letters from
his wife described the growing urirest in Germady'and the rise
of Hitler. 1In the Spring of 1931, Hoﬁpann taught at the

- Chduinard School in Los Angeles. [n 1932, Hofmahn taught at

L . :

the Art Students -League in New York Cigy, due to the
L3 1]

-

influence of another Hofmann student, Vladimyr Vytlacil.
In Munich in fQZl, Vytlacil became 6ne of the most

- . =~ active QOBers of 'the Hofmann.class, as both student and-,

9

: 4 .
'friend Hofmann pointed out the logical relationship between

the art of Cézanne and that of the Cubists, urging him to
consider the structural character of his work. In each |
institution thas Vytlacil 'taught in the United States, he-—

paved the way for his mentor, Hofmann.

- The controversial appointment of Hofmann in the
) autumn of 1932 was suggested by former student
Vytlacil and by others such’as Byron Browne who
o knew of him by reputation. Hofmann's
appointment took place over the objections of
Benton, Miller and ‘Sloan, but Hofmann proved to
be a superb teacher, who was supportive of a
group of students, including Burgoyne Diller,
. Harry Holtzman and Albert Swinden. (Lane, 1983,
‘ p. 21) .

Hofmann became Guest-Instructor at the Thurn School of .

Art, Gloucester, Maésachusetts in 1933. 1In the fall of that



S

-

year he opened his.own school on Madison Avenue in New York

o ﬂ"\ Ea

city, (Sandler, 70, p. 138).
After two years at the Art Students lLeague and a trip to

L

Bermuda to rene& his visa Hofmann openéd a school at 137 Eaét'.

57th St. in the Autumn of 1933, The school later moved to
52nd Street. In 1935 he opened a summer school in

. . an
rovincetown, Mass. and finally, in October of 1936 the

chool moved to 52W 8th St. Greenwich Village.’ He‘ladght at

t is_locaﬁioﬁ until 1958, he closed the school to use
the prémiéés’for his own studio. In 1963 Mrs. Hcfmann died,
in 1965, at the age of 85, Hofmann marrZed Ranate
Schmitz. Hofmann died February i?,.1966 at the éée'of 86,

a-working day of painting. \» :
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Henri Bergson. .}n_MaLEr_ansLMﬁmQr.y__and_Lhﬁ_Qrﬁanm .

Bexglugign Bergson wrote, "movement andﬁcenstant change are-
the basic characteristlcs of reallty"‘(Lee, 196§( p. 223).
ﬁofmann absorbed the theory ef movement from Bergson which
held that "all-that existe is in a state of constant change

and trangformation” (MMFA 1985ggp.2). "Hofmann later
. .

employed this concept in his ownftheery of movement about the.
i s N

reality of the canvas, especiall§ as it related to colour”

’

(Lee, 1966, p. 225). . .

. Hofmann was, in the words of an acquaintance during the

.o

Paris days, "un travailleur réservé" (Landau, 1976, p. 177),

quietly absorbing the new scientific and philosophical ideas

and their congurrence in art movements such as Cubism and

Eiuvism He does not seem to have had much .contact with
iy

Plcasso or ﬁ‘aque other than in- the cafés, he met these

artists throught pd&nter-frlend Jules Pasc1n. In 1904,

) . . :'{ & ‘

however, he was studying drawing in the life classes at Ecole
! B 5

dé la Grande Chaumieére, at the same time Fs Matisse (Varley,

1971, p. -15). "Othersiworking in the same class as Matisse

+ around thaf time remember Hofmann as offering something .of a

*

pedagogical attitude towards his mostly younger féllow .

classmatesﬁ’ipandau, 1976, p.'l79): Mag;gse especially tried

°

to explain fer*his classmates the importance of understanding

'Céz ne ta develop their faculties of com9031tlon.‘ What

Matisse found crucial about Cézanne was his refusal to

s

‘.«distfhgpish in his paintings between colour and drawing, and




¢

hﬂ; system of modelling Qoeawtt chiaroscuro but with
oppositions of‘light\hnd dark colours =- an idea later-

developed by .Hofmann in his push-pull theories.
, . \ . )
It was inevitable that Hofmann would hear abpout Cézanne. . ‘

\

- In 1904 the Salbn d'Automne included 42~works by Cézanne.
v§ofmarm was later to write, "at the end of his life and at
the height of his capacity Cézanne understood push and pull
as ¢olor's greatest in—dwe;ling.eecret" (Pollet, 1957, p.~‘
31) . \
3 X
In 1917 Cé;anne's watercolours were shown at the Galerie
Bernheim and several articles about him were publiehed in
L'Occident and M%;guxg_dg_Ezangg by Maérice Denis and Emile
Bernard. Picasso noted that, "in i906 the influen&% of
Cézanne penetrited everywhere", Matisse was also at this
time tempering his own work with influences from Cézanne, Van
Gogh and Gaugﬂgn; intuitively pitting strong hues agaihst
each other for expressive rather than descriptive purposes,
often usingacolout to suggest'aﬁpictorial space without value.
gradation. , : : j '
Although there are no available documents indicating ‘the

1

\t
extent of Hofmann's contact with Matisse, there is evidence

s

that he kept close contact with Hans Purrmann, a fellow &

“

Gérman who was a friend of Matisse '(Pollet, 1957, p. 32). P S

Y

Purrmann's. relationship with Mat se is described by Aifred

\ H. Barr in Ma.tis:.e.._ﬂiﬁ_ﬁ;r._and_ﬂis_mmg (Barr,. 1951, p, |
' 169) . It was through Purrmann (one of the organizers of :

Al
[ 3
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Matisse's school in 1908) that Matisse met Ereudenbérg,

Hofmann's' patron. Frederick Wight implies that Matisse

" actually spoke to Freudenberg about Hofmann. "After Matisse

-’

saw a few of the paintings Hofmann had sent to Freudenberg,
Matisse's enthusiasm had the cénvenient effect of encouraging
Hofmann's patron to continue support" (Wight, 1957, p. 30).

Pur¥mann and Hofmann also had a mutual friend in Jules

.Pascin who ‘had studied at the Moritz Heymann School in Munich

with~Hofmann (Pollet, 1957, p. 33). Hofmann and Pascin kept

in touch in Paris. Through Pascin, Hofmann met Robert and

~ v

Sonia Delaunay. Delaunay'§ wife, Sonia, had been marriea to
a Ggrman art dealer Wilfel Uhde who often entertained both
.German and Frgnch painters in his apartment and gallery.
De&aunay'; ideas made an impression on Hofmann, providing

“further exposure to the potentialities inherent in Cézanne,

~~" Delaunay was one of those who, by following
Cézanne's example, tried to express depth by the
,use of colour -- an example which .later was to
be exploitgg,with great energy by Matisse and
the Fauves.” (Elgar, 1975, p: 269) .

¢

Delaunay provided Hofmann yith an introduction to the
scientific colour theories then current in france, theories

which for the most part had not yet entered the maingtreém of

4

German art.

German theories concerned with colour were
oriented more towards optics®or‘*psychology than
toward's colours' formal possibilities. Hofmann
probably read the colour ideas of Runge and

.20

4
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definitely knew those of Goethe which, in .
addition to Kandinsky's book, most likely

provided inspiration for the material which

Hofmann later iricluded in his writings about the -~
‘emotional and psychological connotations of ‘
colour. (Landau, 1976, p. 75)

L]

Delaunay's ideas’were very similar to those of
Kgndingky, whoég works Hofmann engountered later in Mupich.
Further substantiating,-for Hofmann, the importance of this-
new approach to colour. .

The Paris period was for Hofmann one 6f ekpefimehtétjon
énd deep struggle as he explored the radical new ideas that
were emerging during fhe first twenty years of this Centdry,
At this time he lived near Delﬁynay ;h the fue des Grands”
"Augustins.  "Delaunay was his closest friend, and his
discovery of the éxpressive potential of pure color leftﬂits .4’K
~enduring mark on Hofmann" (ﬁunter, 1963, p. 11). ’

It is peﬂhaps significant that Hofmann had little

@

contact with the German Expressionists until'the 1920's, when g4

<

thé course of his wofk‘had already been determined by the
taste and outlock of the School of Paris, Although Hofmann's
later work was to be linked éo the Expressioéists, they do |
not appear to" have had any direct influence on him. J

"Being 'so close to the primary sources of modern art may

‘have had. its inhibiting effect onvﬂofmann, for he passed a’ .,
prolongedfﬁﬁﬁienticeship,without any great productivity” (
(SandLér; 1976, p. 104). Howéder, the ideas iﬁ this per;od‘

A:wgre‘significant enough to be °*incorporated into his'appfoach*

3 9 3y
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to the teaching of paintihg, and served és a basis for his
writings about art andqpedagogy:

Many of the ideas that Hofmann expounded in the Munich
school prospectus and the texts he published in America were

drawn from ideas he had formulated in Paris.

2 ’ . \

Hofmann spent his formative years as an
apprentice to. the idioms of the medern movement
as they were deveéloping in France in the early
part of the Twentieth Century. He absorbed the
general culture of the day as well as specific
ideas endemic to the specific milieu of Paris in . ~-
the heroic years. (Landau, 1976, p. 81) ‘

4

The core concepts af Hofmann's theories revolve around
the dynamics of movement in.creative activity. He focussed
\ : . ] .

on spatial tensions, forces, and counterforces, the two-

dimensional physical reality of a painting; the expansive X

and limitless role of colour as an expressive fgent: and ) .

‘ s

finaliy, the mystery of creation itself. 1In subsequent years 4
he would digest and elaborate oﬁ;these~nétions.

: Hofmann wrote, "The mystery of élastic creation is based
on tﬁe dualism of thé'two‘dimensional and the three
dimensional” (Weeks, 1948, p. 47). In his teaching he - ’
copsistently\stressed the impdrtance of the pictorial ‘ideas
underlying the art of Cézanne,-the Qubists and Matisse. The
sources of his major goncepts, especially thoée reléted to :

colour that created space, ‘came directly from the experiences

and contacts of the Paris years. "I never adjusted to their

o A



1957, p. 74).

molds, I was nobody's student, I took what I needed” (Life,.

& 1
' .
o

Editions of certain manuscripts that were published

‘during Hofmann s stay in Parls and widely read and circulated

-

at the time seem to have influenced his later writings.

»

Acébrding to Landau (1976 p. 28) any thoughts Hofmann came to

A
express about art came directly from Matisse's ideas found in

" Notes of a Painter, published in La Grande Retue in. 1908 ’

(Landau, 1976, p. 78).

Some of Hofmann's statements on lines and planes

creating tensions appear to have beenl}nfluenced by the essay
on cubism published by Gleizes ‘and Metzinger in 1912; it held
that: "The sciedLe of design consists in instituting‘
relations'between straight lines or curves. A piéﬁure wh}cﬁ
contained only straight lines. or only curves onés would not
express existence" (Herbert, 1964, p. 9).

- ) N 1

Gleizes and Metzinger also proposed in their‘éssay that

L 4

"there is nothing rsal'outside of ourselves, thgre is nothing
-.real except the coincidence of a sens;EEO?Cppd an
ihdividual's mentai direction." (Herbert 1964, p. 11)

Hofmann drew ofie of his favourite statements about art fram

that quote. "All my life is a search for the real”.
- - "*\

of colour-and what he learned in Paris. Many of Hofménn's

later directives on colour were related to Delaunay's

°

+

.

There is also a close connection between Hofmann's sense

23



) . theories of inhic Cubism, gtilizing piismatic colour harmony

with simultaneous colour contrast.

[
»

For Delaunay colour had become both férm and subject.

This can also bé seen in a statement by Hofmann- in 1941 in

which he emphasized that: "In every great epoch of’painting
there is an iﬁhivisible relation between form and colozr.
This correlation bepween form and colour iéﬁthe plastic baﬁis
of painting” (Weeks, 1948, p. 45). |

Hofmann and his wife Miz regularly spent theif summers
in Germany while living in Paris. The outbreak of World War
I caught ﬁquann and Miz in Munich, thus leading to his .

decision to, open himself Eo‘the,xeaching of painting. He got

permission from the German Government to do so, provided he

i
]

also treat shell-shocked soldiers with some form of therapy.
"This led to the opening of perhaps the  most famous art

school of%e epoch" (Hunter, 1963, p."i2).

~

)
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: prmann setihimself to the'task.of,teaching’with’grea€
enfhusiasm. To this enq_ﬁe was utterly convinced of the
validity of cubist prinéiples. ‘He_had,a scientific
background to assist him in understandigg the dynamics of
éanva% space that.the cgbists werersearching fPr. . He was

able to synthesize these theories into an articulated

programme ‘of study. He commifted himself totally to this

\

programme. Hofmann had access éo information largely unknown
to the Munich af£jséhools. Appropriagely, the name of his
first school was “Séhule'Fﬁr Modern Kunst”.

"Among the' first énd for many years the only school in
the world devoted to teaching modernism, the Hans Hofmann

School of Fine Art was originally established in Munich in

-

1915" (Art Digest, 1945, p. 26).

o
a

The unique role of HofMann's Manich school is
pointed up by the fact that prior to its
establishment, there had been in Europe only one
short-lived school of Modern Art, maintained by
Matisse, and three others later, Ozenfant's (in

* New York) the Bauhaus and André L'HOte's. (Wolf,
1951, p.~ 20)

i )
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Word-of Hofmann's Munich Acagemy spread throughout

Europe. One of the reasons for this is outlined by former

student Glenn Weissels.

I tried various schools in Paris and in Berlin
but found Hofmann the only  teacher who could or
would answer questions about painting in a way
satisfying to one looking for a broad aesthetic
of painting. 'His teaching was broad in the '
sense that there was room
for many different kinds of expression in his .
. .school -- more than some of his fpllowers like
! to admit, (Weissels quoted by Seitz in "Hans

: Hofmann's Student Dossier”, unpaginated,
unpublished typescript, (1963).

Hofmahn's instructional diagrams and drawings_/were
simple and direct, and' were efiective inﬂolarifying his
ideas. Agein, Weissels writes, ;Many of us borrowed his

hY
diagrams and have used them *ever since in our own teachings”
>,

(quoted in Seitz, 1963).

Severai former students of Munich speak'of Hofmann's
ability to transmit the inner workings of pictorial

struc;ure. Carl Holty called this "a complete revelation

r

concarning “the movement ' in modern art."” He writes that:

There was a notable difference in my
relationship to Hofmann in Munich, from that of
the other Americans, because I spoke German
fluently, and could understand what, Hofmann said
more easily than the others did ... my knowledge
brought me in touch with what other Munich
painters thought of Hofmann. The Gemmans,
mostly contemporaries of Hofmann, were perhaps
less enthusiastic about. him than the Americans
s were, ‘and this was understandable enough. What

Hofmann had to say about the modern movement was

. a complete revelation to us, whereas the

T Europeans not being as green as we were, and

’

-

26
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acquainted with the idea of modern art (often

° . enough not too intimately) were less easily
impressed and besigdes they had the 0ld World,

8 ' . reservations about the validity of “school™
teaching ®s such. As I look back now I am

) inclined to think that the Americans were right
' in their estimation of Hofmann and the Gerwans

superciliously wrong. (Seitz, 1963)
)

Hofmann's school provided him with ﬁ;nancfal st%bility,

P

and enabled him to further devélop the new ideas he had
b adopted in Paris. Throughout this post-war period Hofmann
. Mmade frequent trips to Paris in order to maintain contact
with new‘developments in modern art. His summgr schools were
such a great success ;kat the fame ofohis teaching spread.
) With the influx of Américan students after the warJ and his
move to 40 Georgén étrassen,\Munich, his reputation grew:as .
an effective and sought-after teacher of modern painting.
~

\

In Hofmann's Munich school students ‘drew from the nude

model in thé»mornings and from the tostume-portrait mbdél in

A

the afternoon. According to Worth Rhyder,.Hofmanh would

’

'+ correct the drawings of each student twice daily. "“His

- construction method was clear and exact”" (quoted in Seitz,

. -

1963). The portrait models weretfelected at random and the
majority appeared commonplace and uninteresting. These were

not types but rather people one would see on the street, such

as 0ld men or women in peasant garb. Hofmann liked to_~
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demonstrate that any human head in all'its "plastic
complexity" was interesting and remarkable and he would
construct llkeness drawings that were always clear and exact.

During his time at the Munich school, ilofmann

concentrated his thinking and teaching on an understanding of

‘the plastic structure of the object. To illustrate these, ‘he

used German Gothic masters such_as Durer, Cranach or Holbein.
In conducting the advanced class in painting and composition
Hofmann uould semetimes become.engrossed with drawing. He is
éuoted as saying, "Once we had really gotten-into the whole
world of drawing, we wouldn't even want to paint for a long
time" (Holty, quoted in Seitz, 1963). On other occasions the
painting classes were set up a}ound a still life. Studeqts
were made to adjust colour harmonies by pinning little spots
of coloured paper onto their canvas. When they foundfthe
appropriae? colour combination tﬁey would remove the pdper
and paint the apprepriate colour inte rhe vacant spot. -
Students‘would usually paint a new study, using their .

works of earlier canvasses as guides. "Thus the creative

v

. Eroeess was put into slow motion" (Seitz, 1963). Hofmann

,sometimes used a scientific orientation involving pointilisT,

. . 3 .
in- order_ to have the students understand, study and.develop

their sensibilities by recognizing colour relativity in the *
. 9
smallest detail. The phrase ‘'which became the signature of

his teach}ng: "Work from nature in all her glory"” (Holty,//\

quoted in Seitz, 1963), shows his continued fascination with
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the natural‘world in both science and art, "Being
inexhaustible, life and nature are a constant stimulus for a.

creative mind" (Hofmann, 1957, p. 12).

’ A
-

Sources of Hofmann's Teaching Beliefs

It seems clear that Hofmaqn regarded nature as the
- source and cubist structure as the means, He spoke of cubist .

structure as "the knowledge necessary for a pictorial

" approach -- a kind of basic grammar" (Holty, quoted iﬁﬁ§51tz,

1963) . By means of tihis approach he could demonstrate to his
.students the plastic meaning iq apparently formless blobs of
paint. "He could find a.common ground ln a great variety ef v
seemingly confradictory works, and tmerefore he opened a
world of possibilities for hie students through his
demenstrations and his theories"” (Leei 1966, p. 295).

g

Hofmann's ideas about the creative process took shape

through his teaching programme at the Munich Academy®, His
beliefs, which he began to write about in 1915, informed his
teaching, and developed and changed over a long period o

time. < For example,' a comparisom of his Ihg_ﬁxgaggg;uﬁ_fgx
the Munich School (Seitz, 1963) written in 1915 with later -~~~

o

writings, shows that Hofmann's theories and teachings‘evolvee
tﬁroughout his entire career. His initial statement," does
not ' consist in the objectified imitation of reality",

.

3



(Hofmann, quoted in Seitz, 1963, p. 56) helps us to make the
\ " :
connection between Hofmann and Cézanne. )
‘ During the Munich period, Hofmann presented a coherently

formulated thedr} of art that he éynthesized from the

P Parisiad contacts. His ability to synthesize these ideas
attests to his enormous sensitivity'and‘ineightfulness. The
theories he absorbeéd were expanded and articd;ated to meet
the demands of his teaching. It was his inquiring,

~Jscientific mind that produced a logical aﬁd articulate

verbalization of these ideas His ehproach interested
American students_who were eager to find an organized methods

of contemporary art—making L.

1ha_EI9spssLna_fgz_the_Muninh_&ghQQl (Seitz, 1963) was’

Hofmann's first written formulation of what he had learned in’

Paris. In ghis’document Hofmann discusses theﬂdefinitibns of

o

- form and nature, greatibe expression, the artist and the work

of art. He believed.that~f%fm in painting was initiated by .
nature, though it was not bound to it through quective '

CE;’ imitation. Nature was the source of inspiration but it

P

needed to be transformed in order to develop, a painting.

Creative expression is thus the spiritual
translation of inner concepts into form, ~ -
resulting from the fusion of these intuitions
with the artistic means of expression in & unity
o¥ spirit and form, brought about by intuition
which in turn results from the functioning of

the entire thought and feeling complex
accompanied by vigorous spiritual means._
(Hofmann, 1915, p. 56) .

a 9
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The above passage written in 1915, is characteristic of

Hofmann's enigmatic style; it means in essence, that a

.

painting is the result of a dialogue between nature ‘ ¥

(intuition) and the artistic medium. This implies, that

3

natﬁre inspires a thought pattern in théiarEist which results
in spirit, and shapes the form’of‘the.painting. These two

qualities (spirit énd form) are then Eombingd with the medium
and ghé‘inspifafion‘from the“ﬁedium, all under the control of-

the mental processes. E »
w .

These result in a fusion of a mental process
with the physical means of expression. A work
of art is in spirit a self-contained whole,
whiose spiritual -and structural relationship
. permits. no individual parts despite the .
- multiplicity Qf depicted objects. (Hofmann,
1915, p. 56)

-~

° " Hofmann defines art as a combination of the two
systems of the organism, the first system being
the organic whole in which every element in it -
implies every other .... an alteration or

ﬂempval of any elencnt would alter every other
element or even destroy the whole system.

(Quoted in Pepper, 1942, p. 300).

w

o
1

The above statement, was important because once Hofmann

-

mentioned one aspect of the theory, it could not be thought

of as complete until the other facets were fused with it.

-This: organic structyre of Hofmann's theory o? art is an

@

undercurrent that informs his complicated style of wriéiﬁg.
Hofmann's teaching tentered on helping his students
develop their 6ﬁqlapproach from iptensive studies of nature.

~
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" object. (Sandler, 1973, p. 82) .

L7

« v

His stated intention for these students.was that "they
evolved a personality of their own" (Seitz, 1963, p. 5).

"The HofMann School in Munich pecame a pulpit from which

Hofmann preaéhed the artistic créed he helped formulate”

-

.(Sandler, 1973, p. 80). .

~
<

. "Hofmann clarified principles by whjich the best

. art had been generated. He made clear the

reality of the picture plane and the means of

: control of spatial effects upon it... of#en by

‘ revision of drawings over the student's work.
This technique had a positive effeéct on his
.students. We were confronted on our own work
with .an example plastically much stronger than
our own-vision. (Rhyder, quoted in Seitz, 1963)

Hofmann believed that art was something that could not

be acquired without a struggle. He spoke of' the develop%%nt‘

of "flache",. "bewegung" and "spanrung" ane, movement, and
&

tension) as the challenge of the artists, as opposed to whet

L - ° - . .
he réferred to as the easier imitative representation of an

-

In ‘any case there is no doubt that Hans' Hofmann
‘'was the first to give many original and
-dedicated young artists the sense of involvement
that is necessary to bring forth works of real
merit. (Seitz, 1963, p. 72) :

- - e

o
. . iy

"Hofmann maintained an intense atmosphere of work in his:

studid} he was easily available to his students and often

o

.;inﬁited them out to restaurants and to his home for SOCl@l

, .
. -
-
- ' ¥
.
: ,
.

contact or for week-ends in tHe mountains" (Seitz, Rhyder,

1963. Hofmann continued to visit Paris, but the7politicel'

¥

{ . .



sxtuatlon in Munich was very unstable and unsettlinq for e -

- German 1ntellectuals and artists Gﬁ especially those of the

Hebrew faith. The rising power of the Naais,neld these
groups highly suspect. Hofmann'felt himself vulnerable and ~
looked for another place te'eettle his scpool. ‘

When the war ceased in 1918 the fame of’40

Georgenstrasse was carried abroad to America. Students /came
AY

in great numbers, perhaps to learn what was hot beindg taught

by traditional schooling methods in.the United States, or
perhapskbecause-for artists a European training brought
authenticity fto newvadeas.
© Hofmann accepted an invitation from the University of
California in 1930 and inlso°doing began a new life in the
Unlted States where he was to- remain until his death in 1966.
In the summer of 1931, he taught again at Berkeley and

in that same year the California Legion of Honour gave him

-

-

his first American show.
Hofmann's decision to remain in the United States was

guided mainly by the political climate in Germany. The First

World War had fo}ced his evacuation from Paris, leading to a

,consqlidatlon of his ideas about modern painting in the

.laboratory of his flédgling school.. Twelve years later he

was to bring these ideas and that commitment to art to

'

America.

What induced him to permanently transfer his
school to the United States after.a few terms at
, the University of California and the Art

33
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Students League was Hitler's coming to power and
the-subsequent outrages against neighbours and
friends about which his wife Miz wrote to him in
detail from abroad. (Rosenberg, 1964, p. 132)
Hofmann's mové was based on events at thatAtime.
Hofmann found the United States lacking in-artistic awareness

and he decried the emphasis on material wealth. He called

. for government support.for the arts ard the art schools.

"America now suffers spiritual poverty and art must come more

fully into American life before her leisure time can become

4 .

culture” (quoted in Weeks, 1948, p. 56). Having decided to

reside in the United States, Hofmann found a new mission. To

»

that end he worked continuously to develop an artiétic
consc{ou$n¢ss‘among his’é%pdents.
What kept Hofmann in America was his unshakable

commitment to art. He had developed strbng convictions’ about
the nature of the picture plahe and how the creative.process
could be realized through art. "This conviction of .art for

art's sake, strongly grounded in cubist and Fauvist

. 7 - N .
doctrines, made Hofmann very attractive to the young American

painters who were looking for a way out of the socially _
conscious painting of the thirties" (Sandler, 1970, p. 21).
Hofmann, through his considerable knewledge and explorative

gxample, was to bring support and inspiration to_ the emerging

P . .

»

American vanguard. _ S

- "The foundation of all teaching is sincere conviction,”

1

wrote Keiler, (1960, p. 37). "For Hofménnf\art was the .
- , - -

)
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éupreme activity; whatever else might be quuired for a man's
néed,‘art was reéuiréd the most" (Rosenberg, 1964, p.130),
Hofmann's arrival in gmerica at the‘time»also helped
b&léter his position in the art community. Both for his
students and his'contemporaries, Hofmann possessed "the
impressive aura of history" (Sandler, i973, p. 43). When
Hofmann_spoke of a system;tic technique to achieve degpenin@
of the canvas area wifhout sac;ifiéing the two-dimensional
‘ ' surface, he spoke from expefience; he hdd acquired his
éﬁiw theoretical basis first hand, in Paris. Hofmann was,
) therefore, able to provide a technique @nd a convincing
rapionale to validate it. His approach‘éame from a belief
- that "painting was a process of conscious Ghoice and he urged
-~ his §tudents to adobt—a clearly defined procédure for the
construction of a painting” (Zemans,,198ﬁ, pP. 18). :u
K } The foilowing chapter examines events which plécéd
Hofmann's school in the fbréfront as an iﬁportant force in

the Absﬁract Expressionist movement in.New York, and his own

N ’ role $ greatest contributor. .

>



" was "American" i.e. indigenous- in art. There was no

. Chapter Four

Up until 1945, American painting remained in what can

.best be described as a "colonial situation" (Russell, 1974,

p. 293). It was dominated W@ "other times, other places"
(Sandler, 1973, p. 291). America already had a literature of
its own, one which had a stamped and defined tradition. Walt
Whitman, Thoreau, and Emerson were indlspuﬁable giants;
greats who did not have to look to the capitals of Europe for
inspiratlon, but drew heavily on.the American expenlence in
order to create their works. "If an American painter looked
around with the equiyalent ambition .of these writers, he saw
only what had been done in Venice, in Paris and even in o

London" (Sandler, 1973 p. 293). Even Mexico proved-rich'in‘

~—

inspiration to Amerlcans like Jackson Pollock. This sense of
artistic inferiority gr¥ew out of a’ youthful aesthetic that
was still governed by the pioneering spirit. Russell
suggeste that the only salvation for American painters-.of the
twenties and th1rt1es lay in &hat was the original strength
of America - "space, its vast %%d largely uncorrupted
landscapes”" (1980, p. 2945. But developments were taking

place that would change this widely held opinions about what

.
] "

-
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patronage system in the United States as in Europe. There

/

were no art ‘establishments that art}gts of the avant garde
could 100k to for support. ) '

Marcel Duchamp, arriving in New York from Paris, was
lnst;umental in establishing the Société Anonyme in 1920.
Together witht the support of Katherine Dreier, Duchamp
introduced the works ot Miro ano Klee to the~art circles of
that city. In 1924, J.B. Neunann opened a gallery
specializing in German Expressionism. The Brooklyn Museum
held an international exhibition of modern artists that same
year. Ffom 1927 to 1943 Albert Gallantine's Museum of Living
Art was housed in the Ifgrary of New York University, where .
it was accessible to local artists, most o(\nhom lived in the”®
vicinity of the Village. The collection inclided the works

of Cézanne, Braque, Seurat, Picasso, Léger and Juan Gris.

'Néo-plasticist and Constructivist works by Piet Mondyian,

Naum Gabo, and El Lissitszky were also included. lBecause of

its location and its concentration on abstract works, the

. Vg
Gallantine collection of paintings was more important in the

Y

artistic develgﬁment of many local artists than the Museum of

Modérn Art. The Wassily Kanoinsky collection of paintinés

- owned by the museum of Non-Objective Art was on display in

the years 1936, 1937 and 1938. These modern paintings were
of an inestimable value in glVlng Amerlcan artists an
opportunlty to acguaint themselves with the developments of

4nternatlonal palnt;ng. "It was vitally necessary .and
. : /

~——
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important for ther to overcome their provincialism, and for

- ~

this reasor. the or2ning of the Museum of Modern‘Art in 1929,
the presencs of thz Gallatine Collection and the arrival {n
New York of artists like Léger and Marcel Duchamp helped #o
prompte an ztmosprere oI interest in the development of
%odern schecls Qf paiﬂéipg“ (Sandler, 1970, P& 14). for the
artists whc needec an i:teliecthal basis for a qede}hist
approach tc art, =his was found: in the new%y opened _*
" classrooM ¢ Hans Hofmann who began to teach in New fork in
1932, : S .
Hofmar's arrival in New York was judiciously timed. He
encounterecd a thriving interest in modérn ideas on the part ‘
-og American artists. Trey were already searching for new h
theories to revive their work, a way to bypass the derivative
formuletions‘of thegpast. They sought a‘way to réYitalize
their own experierce, end embody it in a contemporary férmﬁ
.The emerging artists who were later to be labelled Abstract

Expressionists, were unwilling to continue in conventional

directions. To ke=sp up with recent trends the American

\

vanguard stidied a-t magazines,'especially those from France.

)

They  looked to artists living in France who for the most part
were not- aprreciatad in Europe,-notably Kandinsky and

Mdhd;ian whcse works were on view in New York aEJthat time.
During this pariod ofy the thirties and forties, North .
‘ ’ *

American artists ware busy assimilating the philosophic amd.

plastic idezs of raodern art. " "The need to align themselves

»
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to a common cause helped push forward the idea of aﬁ artists'
. society devoted to the cause of Amerécan abstract art"
‘(Sanq1er, 1970, p. 12). wThese developments would greatlQ‘
,contribute to Hofmann's validity as a teacher of siénificant

import in the New York art worfd.’

-

It took great courage ongHofmann's part to begin
AN . ’ -
inskructing in painting with his limited grasp of the English

ianguage. But there was a sense of the new and the free in

social calamities. The Great Depression, ered in by the

« . \
" stock market crash of 1929, 1left widespn ancial

insecurity in its wake. ‘Abroad, Hitler's™Tise to power, the
Spanish Civil War, the Moscow trials, and in 1939, the
outbreak of the Second World War, all -contributed to social
unrest kSandler, 1970, p. 5). . |
Responding to the tgmper'of the times, artisps on the

whole chose to work in socially-oriented styles. The Social

Realists, motivated by Marxist doctrines and dogma, - depicted

&

- Qg‘ b . -
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.Art project. "This was born of a shift in emphasis from a

"evidence of artistic qualification or accomplishment, thus

1Y

workers engaged in a class struggle against the bburgeoisie.
The'Regionalists%such as Thomas Hart Benton, pnd Grant Wood
embraced a rightist-isolationist ideology and tried to
recapture the ‘glory of America's aérgrian past. 1In New York
where conditions,were getting worse for artists, a number~of
them joined together to form the ﬁngmplgygﬁ_ﬁ;;i&&g_ﬁ;gggL.

In December 1932, Roosevelt set up the Public Workg‘of

desire for works of art to @ concern for the artists need to

work" (Sandler, 1970, p. 4). : ) , o .
This meant that artists could receive monthly subsidf‘ ¢
o ™ ) .
from the government. "For the first time artiséé werne a part

of a society that cared if they were alive or dead" . (Russell,
1982,’p.'299). This created a'climate.of exploratory

experimentation, a camaraderie among artists and a search for

a deeper meaning in %heir art. During the five months of its
existence, the broseéi hired 3,749 artists who préduced .
15, 633 works of art fofr public institutions (O'Connor, 1966,

p. ii). In August ;f 1935 the Project\organized itself under -

the title of Works Progress Administration. Unlike its

b;edeéessor which supéorted artists who could show proof of '

professional accomplishment the Project did not demand

Hmaﬁiné‘younger and less-known painters and sculptors eiigible

for financial aid. "They received an average of $95 monthly,

-and in return, they were required to work 96 hours or -- if

3
D
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in the easel div, sion’—— to submit pictﬁibs periodically
painted in any style in their own studids™ (Sandler, 1970, p.
5). ne |

The WPA played a vital role in the development of
Americag Art by paying artists to paint, thereb§ enabling
‘them,to cevote theig eﬁergies to art with 1little distr&étion.
Young painters such as.Arshile Gorky, Jackson Pollock,
Wilhelm ce Kooning, William Baziotes, Mark Rothko and Phillip
Guston were able to éxpérimept freely and concentrate on
painting. In this way the dedication of developing artists
to art was deepened by a change in their social recognition.

, The very existence of the WPA was partly responsible for

a change in the social role of artists, since it indicated
that the national government recognized their vaLQe in
society. The art communit; benefitted most from thg WPA in
two ways. Firstly, artists who tended to be loners were
thrown tégether out of hecessity. "Daily meetings on the job
encouraged contacts that cut across aesthetic positions and
. produced a constant exchange of ideas, similar to. that in the
Paris Caféé; kSandler, 1970, p. 7). "This centered in New
York where -60% of all artists working on the WPA were based”
(Lane,, 1583, p. 22).

At the same time the emerging group of artists was very
susceptible to influenqe from the Communist party, and to.the

influence of the ideas of socially-involved Mexican pdinters

David Sicueros and Diego Rivera. However), the artists were

41
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soon repelled'by the hardening of the Communist party line’

whicp insisted on treating art as a probaganda tool. Artisps
increasingly“recognized that if they were to renew ar:z they
woulq'have to rely on their own experience and embody it in
coa'temporary~forms, that they would fir}st have to overcome
prgyincialism.and master the traditions of modern art.
Hofmann arrived in New York in 1932 (the same year that
Roosevelt seé up the WPA). "In that decade EQ'ideolcgies -

New Deal, Facist -- it wasbplain that Hofmann's teackings

offered a key" "(Rosenberg, 1964, p. 131).

By the mid-thirties, as the various social'circleéxof
abstract painters and scuhéto;s in' New York became !
increasingly aware’of one another, the idea of formirg an
alliance similar to Bbstraction-Creation in Paris began to
take shape in several quarters. In 1935 Rosalihd .

Benglesdorf, Byron Browné, Albert Swinden and Ibram _assaw ’ ) ~

met’ in Bengelsdorf's studio at 230 Wooster Street to discuss

the possibility of holding a group exhibition. By January

1936, a larger group met at Lassaw's studio, includiag
. t

Bengelsdorf, Browne, Burgoyne Diller, Harry Holtzman,
- v « . TN
Gertrude and Balcombe Greene and George McNeil. The group

met to explore the possibility of an exhibition at tie
Municipal Art Gallery, only to learn that a minimum cf

& gz
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twenty-five exhibitors were required by the.WPA which
operated the qplle;y., As & result the members of the group
began circulating among their colleague# to present the
concept of a cooperative eghibiting society for abstract
- artists (Lane, 1983, p. 36). (j\
When Hofmann arrived at the Art Students League in the .
winter of 1932‘§fter a short sta;\in Bermuda, his rep tapipn

as a stimulating teacher had preceded him. His students past

and present met one another at the League, and later at his

ity

Fifty-Seventh Street School. Hofmann encountered a handful
of young painters at the League who were seriously involved
in non-objective art. Burgoyne Diller, Harfy Holtzman and
Alpért Swinéen were frequent companions at this time, united

‘b‘ .
by their mutual interest in non-objective art.

Diller began an important friendship with Hofmann, based
on respect for his ideas and work. Diller had studied
informally at the League with Hofmann and later at Hofmann's
school. "Most intimately involved with the Hofmann classroom .

at the League was Harry Holtzman, then twgnty-yédcs old, who

gecame for a time Hofmann's Feaching assiétant" (Lane, 1983,

p. 28). .Upon Holtzmann'3°returnfto'New York in 1935 he

ghared/with Diller the important post of assistanﬁ supervisor

}n charge of abstrgct painters in the mural division of the

WPA Federal Art Project. He also resﬁmgd his activities as

Hofmann's clagsroém assistant, thus bridging. the-gap between—- .. .. .-



\

the group of artists working on the WPA project and Hofmann's'

“ «\,,‘ >
~studio. . , , :

ié ’ qumann's teaching approach with ité emphasis'on
pictorfgl structure, also seems to have had an fmpact on
Diller's work, for he "overlapped tﬂé major ve;tical and
horizontal linés of the”Ngo—Plastic grid and reintroduced
spatial recessién and figure—gfound relationships” (Léne,
1983, p. 28). Diller's emph%sis on a dynamic reciprocal
elements recalls Hofmann s oft-stated thesxﬁ on the
importance of spatlal tensiols {Lane, 1983, p. 38)

Holtzman Wwas instrumentgl i assembling a Yarce group of
artists to discuss the mattel of forming a society cf -
abstra;t artists. ‘OnOJanuar 8, 1937, they met in Albert
Swinden's studio at 13 West Seventeenth St. ‘and decided to
call themselves the American étract Artists, acknowledging

A

the open-ended nature.of the meaning of the abstrac: in ars/,
The AAA did much to prom%te the current isgues of
American abstraction. "In th% most dramatic move in its
history, the Am%rican Abstrac% Artists organized a picket
line outside the Museum of Mo#ern Art's 1940 exh?bi:ion, Art
'in Ouf‘Time (Lane, 1983, p. 38), to proééét the museum's \
policies and to distribute a provocative pamphlet estitled ,
"How Moaern is the Museum of M%dern Art?". The signatories

2

of the pamphlet were seeking. a|constructive dialogus with
! .

institutions and crities, not on the question of abstraction

.as an issue in and of itself, but to make finer and more .

5
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productive discriminations. In fact, the next generation of
- - )
abstraction as a .separate issue.

critics’would not a@dréss
"The entire structure of .critical discourse would also change
dramatically, paséing ove; the purlst non-objective style of
the American Abstract Artists in favor of the surrealist-
based abstract art of Gorky, de Kooning, and the.;me;ging
group of American Abstract Expressionists" (Lane, 1963, P.
9. Harold\Rosenberg and Clement~Green5erg, two frequent

visitors to Hans Hofmann's schodl, spearheaded a new

— . .

direction in art criticism. - . ‘ ~
By 1940 a flood of émiérés\artists reached NeQ York.

“An astonishingly high proportion of gifted refugees came to

the UnitedlStates at some point between 1933-1942" (McCabe,

P

1976, p. 102). . These refugees produced a volatile, heady new

"mixture of aft and ideas. Prominent abstract painters,

notably Légey, Mondrian, and Moholy-Nagy arrived in New York
in the lat; thirties and early for;ies. Surrealist art and
poefry attracted a larger audience as André Breton, Max
Ernsf, André Masson, Robgrto Matta and Yves Tghguay took up
resident in New Y;rk. The Museum '0f Non-Objective Painting,
containing the Soloman‘R. Guggenheim Collection,. opened in
1939 as the WPA drew to'a clpose. 'With all these developments
tﬁe sense of community engendered by the AAA was playing a
less pfomineng_role. . Intent on keeping abreast of European
avant—garde,‘the AAA produc%ﬁ art work that was becoming'

largely derivative and eclectic. This was in large part the



i

AN . . .
kfeason for their decline. -8ther contributing factors. were

. ]
1 s
internal dissension and the disruption caused by World War II

Lo s .
" during which many artists jcined the armed forces, including
EIlYaFBéiotowsky, Ibram Lassaw and Ad Reinhardt. "The A!A >

.shows and pamphlets cultivated an appreciation for abstract

art in enough people to provide an audience and buying «

public" (Sandler, 1970, pu 20). None of the innovatocs of .

. Abstract Expressiqﬂism belonged to the AAA although they

Qr

shédred-in its main purpose, i.e., to enter the mainstream of-

modern art.” They were ﬁﬁiends and neighbours to AAA members, -
who had met at the Art Students League, Hans Hofmann's Studio :

School or in the vicinity of the Village. Small groups began

I3

'to develop in.New York's art scene to discuss the "modus

vivendi" for achieving their goal.

»

Three loose groupings of painters formed in Nev York in
w2 .

3

K4
_the early forties: flrst, "The Ten" founded by Adolphe

Gottlieb and Mark Tobey, second, the palnters who formed

*

working relationships through the school of Hans Hofmann, and .
third, a group that 1ncluded Stuart Dav1s, Wlllem de Koonlng,
John Graham, and Dav1d Smith (Sandler,,1970, P- 257). ‘

Picasso was the artist most admiréd by the two latter groups.
F . ' , \1/
After a few years in New York, Hofmann's influence as a
4 ~ .
1, . ' »
teacher began to make an impact on the art communi@p as- a
. . 4 .ooer
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"whole. "Almost half the charter members of the AAA had // N

\ -

studied with him" (Sandler, Q970,.p.\2p). A young artist

learned about him from teachers who had studied with Hofmann . -

e

in Munich. Vladimir Vytlacil, who later'taught at the Art
A } I

Students League, 'influenced his students and, indirectly,

students of his students, about the worth of Hofmann as a'-

L] .
teacher thus passing on the heritage that results from

studying with a "master teacher" (Lane, 1983, p. 16):' ) ~
Vytlacil influenced his pugils profoundly; To give/é;f
example, Nell Blaﬁg;came from a small town in the South-
Seeking‘entrangg to the Hofmonn school because her high
school art teacher, Wordér.Day, praised the name 6f Hofmann.
Day—hqd studied with-Vytlacil after he had ;eturneo from

.2 g
Munich.® Many Canadians including Don Jarvis, Tak Tanaqo, Joe

©

Plaskett and Alexandra Luke went to New York because of what
S .

they had hHeard about Hofmann from their peers.

2

,i¥Milton Avery also played a central role in transmitting

and Gottlleb (Sandler, 1979, p. 19).0 Then, in 1935, the
latter two helped provide the push,towagos what they o
projectedJaq increosiogly Amefica@ expression. v
| Thié they d;d by organiging "The Ten", a group,of
.értiots favourabI§ disposed to modern Europeah.art,
especially to the work of'Matiése: Picasso, Soutine and

Rouault, and above all Amerlcan artists such as Aver;~%\yhe

.artlsts of "The Ten" were ‘!temptlng to “comblne a social

\

T

a

Matigse's concepts of colour to young artists, such as Rothko

-

~m—
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consciousness with an abstract expressionist heritage thus
saving art from being mere -propaganda on the one hand, and -
mere formalish on the other”™ (Lawrence, 1936, p. 12).

‘In the Autumn of 1933 Hofmann opened the first Hans

-
"Hofmann School of Fine Arts in the United States, located at

.

. 444 Madisén Avenue. He moved his school twice before finding

a pe&manent home at 52 West 8th Street in the village, the .
heart of the Bohemian Quarter in 1938 "As a re§plt of the

activities of various museums, the AAA, Hans Hofmann's

.

school, The ‘Ten, John Graham and Milton Avery, the vanguard

-

in New York became the most knowledgeahle in the .world"”
(Saniiler, 1970, p‘. ?3) . - g

This body of knowledge provided £ common ground of
interest among New 'Yori: vanguard artists. They came from

diverse artistic heritages - Graham was an Ehglishman, Gorky

- an Armedian, De Kooning a Dutchman and Hans Hofmann a
~

Bavarian. Hofmann alone among them possessed an impressive
A

auy.;a that was derived from his historically important
i)resente in Paris during the beginnings of the Cubist
experience, Hofmann's theories’ abou{_ modern p;:mtmg were
acqulred first hand. His #kill in 1mpart1ng the principles

of Picasso was widely respected in New York. "Hofmann
s - e

.~attempted to merge conipacdted Cubist structure with explosive

4
Fauvist colour, and later he introduced ideas suggested -by

.

Kandinsky's early improvisations" (Russel, 1974, p. 300).
His first hand knowledge of developments in France helped

r - B

-
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make him more secure in his conventions of cubism but it

. » helped him to establish 'his popufam™ity as a teacher and his .

ole as a spokesman of the New York avant garde. He taught
L3 w‘ i
the basics of the Cubist aﬁproach in his classgs{ He

participated in tings at_"The,Club" where issues of modern
art were vociferm debated. Hofmann wrote for the '
- S Newsletter that was én outgrowth, of these meetings, and it
f
- was through that newsletter that the artistic community came
/‘?‘V’ - N
to appreciate the soundness of Hofmann's theories about the
nature of the picture plane and the construction of a

" plastically-oriented painting. ; ) -

" " i ,

. . +

»

The Artists who founded "The Club" met in the thirties
— ¢ v

; while on the Federal\hrt Project, or at meetings of the
'Qngmglgxgd;gktisns Union, or in Hofmann's school. D&ring the
Second World War,\tﬁe Waldorf Cafeteria on 6th Avenue becamg

a neighbourhood gathering ‘place for downtown artists. ¢
Feeling they were unwelcome there, however, they decided to
find their own meeting place. 1In the Fq}l of 1943 the.
members met at Ibram Lassaw's studio where the "Subjeq{élof "
the Artists" lecture.series was set up. ' when this groéi
closed (in 1946), thg\ﬁfidaQ night lectures bﬁ/VTgfging ' ~

artists were in jeopardy. Tony Smith and Hal Woodruff, along

‘with some of their students at New York University, took over



.
[ ”

.

a lbe,‘Qamed it Studio 35 and continued the Friday night
gatherings. These meetings continued until April 30th, 1950.
The atmosphere at Ihg_glub (Studio 35) was meant to be

u

infofmal. It provided a place where artists could escape ‘the
loneliness of the{r.studios, méet their peers and exchance
‘ideas. Speakers came on Friday nights, and round-table

. discussions were organized for the members on Wednesday
evenings. .Many of thesé sessions were recorded.by Robert
Mothgr&ell and published in a ngwsletter circulated by the =
Clubf Many of_ﬂofmann's theoq;eg appeared in this newsletter
and were avidly read by the art cémmunit} and b& hié own
students. W
Hofmann's Lectures e

The existence of the Hans Hofmann's School of Art helped
: .to sustain the spirits of ‘many young artists.. "It brought to

America for the first time the highly professional

imperturbably art for art's sake urbanity; (RonS?e;g,'1964;
P. 131). Hofmann; the very model of a maestro, never for the
slightest moment doubted the power of arg to survivé, "His
N infldenfial series of lectures during the 1938-39 school year
weré-well attended not only‘by'studeﬁts, But b¥ many who

- - Iarer became prominent artists and critics, notably Ars

. ! Goxky, Willem de Kooning, Clement Greenberg and Harold

' Rosenberg" (Lane, 1984. p.71)." Gfeenberg résponded, to these

°

: -
! '



}ectures in his writding: "For myself,'just beginning to see. .
abstract art, these lectures were crucial. At no time, then,
or since,- has anyone understood cubism in this country as
thoroughly as Hofmann did". (Greenberg, 1961, p. 232).
Hofmann's keen sense of analysis, and his sense of drama
made him an effective speaker. These lectures helpéd to
‘establisﬁ\hié status as a major teacher and spokesman for
modern abstraction as it developed in New York during the
thirties and iéft%es. A further outcome of his présence; was

the second generation of New York Abstract Expressionist -

F]
v

painters, (such as Larry Rivers, Grace Hartigan and Helen
Frankenthaler), more of ﬁhom studied with Hofmann than any

other teacher in the United States or Europe.

¥

Hof 's Painti

In considering HQfmann's contributions as a teacher and . _

his place in the American art scene, it is necessary to
examine ﬁis development as a painter in the decades’following
his arrival in the Unifed States. His growth as én artist )
paralleled his development as a teacher. He was .an artist-
teacher in that he continuedlto explore his art and bf?ught
~ o

these diséoveries to the classroom. Up until 1936 he devoted
himseif to writing, drawing and to establishing the Hofmann
~§phool on 8th Street. On}y afperfaccomplishing this did he

return to painting in earnest. As early as 1943 he began

’
:
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pittina one area of highly-keyed colour against another,
deriving form from the tensions createc by colours |
interacting. In 1948 Bartlett H;yes introduced Hofmann and
his work to the Eastérn seabogrd by orcanizing the first Hans
Hofmann retrospective at the Addison Gallery ‘of Art. . This
historic exhibition included a wide sélection~of Hofmann
drawings, and many ink drawings from the thirties' and forties
which were largely unknown to the public. Hofmann was 68

years-old at the time, and was mainly xnown for his

reputation as a teacher.

The drawinés, rapidly executed in pen and ink were done

ﬁuring Hofmann's first glimpse of the Caldfornia coast in

1930. Buring his early years in the United States Hofmann

-

-did not paint in o0il, but drew constantcly.

According to Hofmann, "simplification is the essence of

abstracgion from which objective values are not necessarily
“eiiminateg" (quoted in Weeks, 1948, p. 85). It was through
drawing that Hofmann mésteréd the art of simplification. A
process that he felt needed a long period of gestation. His
)relatioﬁship with the European Expfessionist‘tradition, as he
experienced it in the secissjonist teachings of Willi
Schwartz, created extra difficulties for him in his pursuit
of an abstract style. Younger New Yorx painters did not have
Hofmann's dilemma. They had not been zrained to record

observations in a figurative way. Hofnann said that he must

r

!
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"sweat out cubism" and his Folution was to abandon colour and
deal exclusivelflwith drawing. Rl
In the enq however in orde;Ato develop as ‘ah abstract
painter'Hofﬁann had to disengagé himself completely from
aca;émic drawing. To deal with the abstract, he felt that he
had ﬁo first become a cubist péipter,‘fég Cubism was for (
Hgfmann the only stylelthat held a potential for abstraction.
Until the late thirties Hofmann continued to use drawing
in a descriptive wﬁy thereby making his change to abstraction

difficult. It was only through the cathartic process of .

drawing in black and white that he was able to diséﬁgage

drawing from ‘its illustrational role, and to treat line as an,

autonomous and increas$ingly abstract element. "&he line as
such, is not éhe creative elemént, the line is only a further
development of the blane" (Hofmann, 1532, unpaginated). This
conception of the line aé independent of its representqtionai
function ;és vital to Hofmann's eﬁergence as an abstract

\

artist. Because he persi'sted working méinly'in black and

white during the decade of the thirties, he gradually
acquired the ability to isolate shapes in space, and use line
as a means of expressing rhythm and movement. This

ultimately gave Hofmann greéter power to use colour aé.an

emotional expression in his later painting of abstractions.

[ .
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Hofmann's theories developed through nearly f£fifty years
of geaching.énd painting, and became a substantial \
contribution toward much of contemporary théory abqut
abstracgt ;rt. Hofmann taught fhe history of gainting as a
sourée of timeless values. Although the revolution that
sparked these values had long reached its zenith in Europe,
his American students received his messagé with a
contemporary enthusiasm as if it- were something very new.

ﬁgfmann's educational aim wgsmto avoid pinning déwn the

students in any style or movement. - He wanted to maximize for'

them the valid possibilities of their ‘style.

.

Absorbing the School's systematisation of the
Hofmann pictorial approach, the‘students could
start in whatever time-direction he was prompted o
to by his temperament or by his mood, always
, assured that he remained inside the canon of

modern art. (Rosenberg, 1964, p. 134)

* Hofmann, reflecting upon what had been his intentions
‘when he first arrived in the United States, stated,'"When’I

came to_America I presented myself not as a paihter of a

certain style but through the fame of my Munich School" (Kuh,

1960, p. 119). Hofmann used cubist concepts'to create form -

1



oA the canvas space. Unlike éenaisSaqpe painters he did not
create the illusion of a hole in the wall of the canvas and
place forms within it. He tried to solve the problem of the
picture plane by using the maxim, "form exists in space ...
What exists in form muétsalso exist in space." *Space and
form are interrelated in that "space in an object |
incorporates the objectiﬁe world in its limits and space in -
front and behind the obﬁect, gpfinity" (Hmean%, 1937, p.
37). -The relationspig/between form and space was fthe
conceptidh of vacancy, the unfulfilled spaée is therefore an
obqut“. The unity of form and spgce "exists in three

%W dimensions which cor{espond to the two dimensionality of the
picture plane" (Hofmann, 1932, p.\10). |

y - _ During the late forties, fees at the Hofmann school

- averaged twenty to thirty dollars a week for full-time

students. Hofmann attended day or night class at least twiue

a week either to discuss or criticize or set up the model for
the week. This is how Nell Blane described the effort and

~care Hofmann put into his teaching.

1

o /
He'd spend hours putting the still-1life
together, those set-ups, using cloth and objects
to delineate movements in spdce. They were
rhythmic, they were never academic or stiff.
(Munro, 1977, p. 265) L

But Hofmann seemed aloof to his student# and it was
diffigult to become acquainted with him. Because of this

impréssion and the enigmatic style in which Hofmann expressed
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himself, the students developed a vigorous interchange among
themselves. The class spirit developed around, not in spite

of Hofmann. Hofmann would work on his students' drawings.

Frequently Hofmann demonstrated his
compositional principles by drawing Cqbistic
diagrams in the margins of his students'
compositions, a practice begun when he started
teaching in Munich in 1915. At first he
corrected their drawings rather literally, but
later he started "to draw only diagrammatically
because so many students copied his style
without understanding it". Unlike his
discussions of art, which sometimes seemed
unnecessarily obtuse. Hofmann's instructional
diagrams and drawings were simple and direct,
and for many students they were most effective
in clarifying his ideas. (Goodman, 1985)

This proved to be an invigorating experience for some,
- N

56

such as artist Michael GoYdberg, who recalls, - {

E

Hofmann "would work on the drawings which was
‘wonderful because you got an idea of how things
‘could be composed. What was really vitally
important were the other students in the school
¥ and the fact that almost everybody sSoner -or
later would drop in - John Grillo, Milton
esnick, Jan Mueller and a lot of other people.
(Goldberg, quoted in Seitz, 1963) .

Although the- students who attended the Hofmann. school .

had different backgrounds and different levels of enthﬁsiasm
A

for art; "Hofmann was able to bring out' the true artist and

the individual in each of his students".(Jarvis, quoted in
Lee, 1966, p. 94). He was able to establish a sympathetic
climate in the studip -- to stimulate lessér:talénts in spite

of his somewhat intimidating manner.

. &
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According to Rosenbgrg, Hofmann could ¢apture the

‘attention of his students, less through lecturing or

instructing, than through demonstrating, critiquing and

‘through his own inimitable authoritative personality and

[

presence. Students were either’ in awe of him, or inspired by
him. "They would all stand up when he entered the. rpom, ‘then
one of them would take his hat and coat” (Lee, 1966, p. 95).
"Hofmann would work and rework a'piece to the extent of
ripping it up and repiecing it together in o'r@r to reveal *
new possibilities" (Seitz, 1963, Freilicher).

i An important féﬁtor to the growing reputation of
Hofmann's ‘school was the existence of monthly criticism
sessions. They were an important event. Artists who, did not

attend the school qere often present. "“In Provincetown

artists and other visitors from all over the Cape congregated

on Fridays to watch gpis theatrical event” (Goodman, 1986, p.

29). At these sessions Hofmann would pick.everything aﬁart
through demonstration or gesture in his halting English.

"People that could not take it left the school” (Sutherland,

interview, Freilicher, Dec. 1983). !

et —

Hofmann's summer school in Provincetown had much the

~same class organization and -approach as his New York school.

In both, the students drew directly from\phe model, or from
still-life. "In New York the models were more diverse and_j
interesting according to Don Jarvis" (Lee, 1966, p. 96).

Provincetown models tended to be Rubanesque figures. At the
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summer school models were only employed for the morning
session. Léndscape and still life subjects could be

developed by the students in the afternoon (Lee, 1966, p. ,

- c).

- .

 In Provincetown nightly -critiques were held on the day's
~work. These sessions, except for Friday night, wére lesé
Eheétrical‘and more intimate. Smaller classes permitted a
more gegéonal,exchange bet;een Hofmann and his class.
Ho?mann wds known to invite his students over to his home ir
the evenings. The art critic Harold Rosenberg said that
there were many spinsteri.who attended the summer school.

. Jane Freilicher also corroborated'that these students
déveloped "crushes on H;%mann,‘but there were only a fgw of
them” (Sutherland interview, Freilicher, 1983, N.Y.C.). She
suggested that the méjority éf the students Qere Gg}y
serious. ~

Hofmann's méssage was "enthusiasm; for the artist as a
hﬁman type and for art as a style of fee%}né" (Rosenberg, '
1964,fp. 17) . This, any of his students couild grasp, . LS
whatever else they missed of his message, merely by peiﬁg

_.near him, As the disciple of ;he Chassidic Maggid said,
- "there is meaning in how he tied and untieq his shoe laces" Ve

(Rosenberqg, 1964, p. 148). Beyoﬁd the Cézannesque formulas

- bf depth in the picture plane, and his own concept of push-
pdil, there was Hofmann's ability to exemplify his visioﬂt

Hofmann was




. ¢
content to think with his back tougie life of .
the times because everything. in front of him was
bursting with life. Below Hofmann's analytical
style lay a species of animism that endowed an
.independent” life to every element an artist

gandled or contemplated. (Rosenberg, 1964, pl
0)

N | '
"Plctorlal life is not imitated life; it i3, on the

contrary," stated Hofmann "a created reality based on the

Ainherent life within the medium of:expression, we have only

to awaken it“'(quoted in Weeks, 1948, o. 70) . This was the

"feeling ,into" aspect of.the teachings of Hans Hofmann which

complimented the drawing aspect. ‘When Hofmann spoke of

- "seeing" to hlS students he ‘was referring’ to visual -

awareness. "I am supposed to have contributed my share as an
artist and as a tealher by the offering_of a multiple
awareness. This awareness I consider td constitute a visual

» ¢

awareness and a pictofial'creation" (quoted inigxehman,(?9€7;

p.83). 4 -

1

g
Fof!jsfmann, seeing without awareneSs as a visual act

wag just #hort of blindneds. "Seeing with awareness issa 9

visual experienceﬁ (qupted in Tuchman, 1967, p. 83) r This

. +y

was stressed in his classes through the continuous use of the
still-life and the model: a structured form of seeing. This
approach he drew from Cubism, "?} must learn to see,"-he —
said, "The interpretation in plctorial terms of what we see

iS»another art” (quoted in Tuchman, 1969, p. 83). -

v
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- Hofmand“s ultimate goal was to ive/ his students freedom

based on knowledge: The'fi;st problem .in which Hdfmann

- ' -

f -
<\ » instructed Yis students was the problem of how the eye views

- I -

a painting.’ This/he_called, "optical experience, experience

. !
PR " ! of nature" (Hofmann, 1932, p. 4). He diagramed that
‘ Q appgﬁrance as absolutely parallel to the axis of the eye.
| The mystery of plastic creation is based on the
N dualism of the two dimensional and the three
. dimensional reality 1s different than it appears

. : to be. Reality is three dimensional, appearance
“is two dimensional. (Hofmann, 1932, p. 1)

.‘} Represgntation,rHofmann'explgins i; Plastic Creation
\(f932) is two-dimensional. He tried to teach his s£LQents to
see the presentatiAn of a three-diﬁensionar reaIﬁty';s if it
’Qere a fwo diﬁensional appearadbe. Hofmann‘ éughg\ﬁﬁat mere

Gechahical vision not backed by a sp;rithal projection leads

— X h NNY
. to a spiritless:imitation (Hofmann, 1932, p. 2). .
< Hofmann‘describes pictorial creation this way:
- Pictorial creation 1s based ‘on:
S . 1.-. eyesight < CN
. 2. * visual experience '
ierﬁ\ : 3. plastic interpretation of vistal
. , / experience
. . .4, pictorial realization of the entire .
'{. oo ~ '« ., visual experience
o ] . S.. awareness of the inherent laws of the
oo . . picture surface, thé medium employed to
NN . , create the picture surface. (Hofmann,
o Yy 1932) : S
."‘ i o N
i . | A
oo y & - . - \ ' ~ )
) g ’ i
) oo ) . 3
' * i . ) ‘_ N
.< ] ‘ v . "
~ ' r . Ny “. ¢ 3 -
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w If "v131oning", for Hofmann was a creative act, his

»

‘ model of creativity was nature. For Hofmann, alljg;t must
- begin with|nature. Nature acts as the creative stimulus, as

% a visual model. It was on this premise that he advocated the

v

importance of the use of the human figure and the still 1life
as basis for drawing. The master stressed continubusly that

the objecttwas not there .to be rendered as a photographic

3

image.-

7 Nell Blane, who studied with Hofmann and influenced many‘

'\ ’ younge:\artlsts like Larry Rivers and ‘Jane Freilicher,

stated, "Hofmann helped you to see what was false, to xnow

°

;:the difference between organic and static. He had the

/ o insight to. know what yduﬂwere trying to do and help you with
s ‘~ i it" (Blane, quoted in Seitz, 1963).
- The above guotation signifies Hofmanp's ability to‘See
'into, to emphasize with the directidn in which a student.was —
going. As Hofmann explained empathy “was the primary quality
‘ nedded not only tb produce art, but alsn'"td~ex§erience art;.
to enjoy art,—and particularly to criticize art" (Hofmann,

o "‘1931, p. 13). 6ne.of his most enduring qualities was the =

t .. fIntellectual stimulatlon students derived from his lectures,

v, -

e and critiques. The work produced had tosbe'hore than
! -

- . "decoration. Students had to harmonipusl %Eilize all the

o aspects of good painting - seeing, feeling and drawing,-

4 - *
& . . ‘



, must go béyong'instruction in craftsmanship.

Hofmann articulated his belief that the goal of a painter“was‘

té‘explore intuitively. He wanted his stdaénts to discover
tée communicatjive sgprets‘by which nature affects their
sensibility. His studgnts were the recipients of that
.knowledge and ihef in turn heiped to form the cultural
climate of thé New York School ip. its early develobment.
-"The feeling into qyality as Hofméﬁn described it, must have-
"involved immense dedication and concentration GH the part of
the student' and-his work" (Sawin, 1982, p. 101).

"%e;haps pP othef single force Hés had as much influence
in the formation of our bresent ab§tract expressionist iaiom
as Hans Hofhann“o(Seitz, 1963, p. 70). This willingness to
pay homage, echogs She remarks of many of .Hofmann's former

L]

students, whose reflections of Hofmann as a teacher are'én

essential part pf any attempt to.understand his contribution.

, .. -
- .
PErhaps\the essence of Hofmann's genfus as a teacher can
be best expresséd by the reactions of his painting students.
The great majority of peopfe have the means to = .

plastic beauty as part of their natural
-- equipment. The teacher ‘can develép their

)

natural endowment as Necegssity, the greatest. -
" teacher has developed sp&ich. (Weeks, 1948, p.

53) ) e “ -
. N (/
Pl

— &

Hofmann did not underestimate.the role of the teécher, who

.
> -
1 + °
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* . Hofmann saw the role of the aré teacher as having great

63

[y

P \ —
As a teacher I became aware that while tal:>t is
everywhere, it does not make the artist. It .
often a handicap because it invites cleverness,
which .always chooses the easier solution. It is
paramount for the artist that his search and his
efforts are constantly weighed by doubt and
modesty. (Wilson, 1983, p. 1)

’

power and meaning in the society as a whole. S T
The problem of art is not Iimited to the
problems of‘,mtistic development but includes
.the problem Of how to produce artists, :
comprehending teachers, art understanding in
general and art enjoyment in particular.
-,.(Weeks, 1948, p. 56)

Hofmann believed that the results of this kind of
teaching depended.on the context in which the talent was
developed. ' : o ) i

N ) P
It must be inflluenced from the outside. You are “

the result of time. You are also the creator of
this time, which all goes hand in hand to make
your work ;ﬁgpific&nt. (Jaffe, 1971, p. 35)

Hofmann belleved "that the teacher of painting must

function as a giver of the freedom of creativity. He cannot

.be a 'director, trainer, or indoctrinator" (Weeks, 1986, p.

(e

~21) . The teaching of painting appears to be, for Hofmann,

closer to what might be cllied instructing. .Insﬁructing for

him, involved a-kind of conversation, -the object of which was

to give

L

explain.

reasons, weigh the|evidencé and justify, conclude and

Hofmann seemed to engage in this process a‘great
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deal. The following statement clarifies what Hofmann felt he
should’accomplish as a teacher, and it.seems to correspond to
many of his students' dbscriptions of his style of teaching.
"He gave example, force, diyection and flavor'-- and in so

14

doing revealed himself as

generous teacher based on freedom

rather than meddling” (Seikz, 1963, p. 101). T "

Hofmann believed that, freedom was the reward giQén to J
/

¢students who were first willing.to learn ?he le§§gh§§2£ the
)

picture pl ne.

:

The allowing of unlimited freddom in art

eduction will either bring out’the real talent

or it will kill all mediocrlty and all f 19@

mystification of one's real nature. I must

however admit, that the allowing of unlimited
* +_. freedom in art education can be asabad for a

‘half-talent as it is good for a r:;T>~original /

talent. It depends on the individual involved { §?

and on the other dualities he offers as a human

being. Only professional integrity, rigorous

self-discipline and complete knowledge of one' 1

sglf will form the master. (Hofmann, 1959, p. -

226) :

e

N

4

Hofmann's key seems to have been a combination of discipline
J s

and ;elf~knowledge.

¢

His theories were not as vital as he was -
through himself and his painting, art was
. revealed as a reality ofl living worth a lifetime
' : effort. The basic dubjedts of his curriculum
. were himself and the excitpment of art. (Seitg,

"\ of his upils into a sense of destiny about their lives. -
& N

~

ik
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s

We were put in touch w¥th a notion foreign to
our soil that our work was a Destiny, but one
that had a time-honoured practical method,
rigorous but clear and in no way antithetical to
the idea of the New. Thus, at one stroke we v
were confronted with a metaphysics and a
technique, a sense of the living past and an
)\ involvement with the moment. (Kaprow, 1966, p.
1) '

»
-

"Hofmann héd a knack of instilling in his students a U

sound judgement in technical principles but he was most

Y .
helpful in encouraging students to search for the unknown and

see what comes out" (Seitz, 1963, Goodnough). Robért
“goodnoughhdescribes the essence jf Hofmann's. teaching this

\ .
.way. "He made his students feel’ that it was necessary to
find out what was basi¢ in what they do rather than be
¢
satisfied with the appearance or technical aspect of their

A

work" (Goodnough, quoted in Seitz,t1963). g . ,

-In the rough treatment he sometimes gave to
.their work, wiping out drawings or painting over
what might be nice, .he showed that results could
not come easily and that one should forget o
preciousness and try for the clearest expression
he could achieve. (Freilicher, quoted in Seitz,
1963, unpaginated unpublished) ' .

Iad

‘'

There are many documented statements by Hofmann's former
st;dents which corroborated this important goal of .
experimentation and discipline. "Hofmann'§ ability to
stimulate enﬁhusiasm and excitement and encéuragé original .
and independent thinking was phenomenal” (Blane, quoted in

Seitz, 1963).

5
%
-
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Jean Follet felt that Hofmann was "absolutely the only
teacher (extrqefdinaire) in our generation in the way of

visual arts" (quoted in Seitz, 1963) She attributed the

fresh and vital quality of art in America solely due to the

influence of Hans Hofmann" (Follet, quoted in Seitz, 1963) .

His method was to urge his students to:

Be not afraid, trust yourself, ‘and your deepest
impressions and put forth your stateéments with
all the vigor at your command so that the large
over-all impact will be overpowering. (Follet,
quoted in Seitz, 1963) '

[ : ‘ .
This description by Follet seems a little overwhelming.

But analysis of these former students' statements reveals
that Hofmann taught his students how to think, and how to
engage in the active relation of .offe part of a painting.to
another and the ¢ourage to experlment and recognize new
discoveries. The nature of Hofmann s pedagogy was to find

and deal with the forces within nature and that pictorial

‘creation was the essential aim in their search. o

Every work of art represents a new Reality which
exists nowhere else outside of its one
existence, It is always a spiritual reality,
and as such it represents another - a new -
pearl in the string of human cultural
documentation. It comes into existence by
growth like everything in nature. A work of art
is documented by a common denominatér. This
* common denominator is the personality of the
artist - his soul and his mind, his sensibility
and his temperament. Through it "experience” is
summarized into pictorial language - that is to
say, into a pictorial message. This message is
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* of deepest concern to Ehe artist. (Hofmann,
1952, p. 200)

Fifty students, who were interviewed by William Seitz,

for; a retrospective of Hofmann's students in the Museum of

. Modern Art in 1963, all remember Hofmann's teachings. "He

'xk/
revealed to me invisible‘forces which exist in nature and

showed me howlto conquer them in'a formal and informal way"
‘(Freed, quoted in Seitz, 1963). "All was discovering,” said
Nell Blane, "He did not impose” a: personal style but allowéd
Students to bursue their own vision" (quoted in Seitz; 1963) .
The use of geometrical Sﬁapes to outline the forces
within the still-life or model were a basic tenet of <
Hofmanh's insﬁrpcﬁion of composition. "Hofmann's persistent

use of triangles, rectangles, and directional arrows were the

impersonal system of analyzing movement outside the still-

7

: 4
life and model, and were always connected to nature and itgs

forces" (Rhyder, quoted in Seitz, 1963).

Stgdent comments reveél that Hofmann had both a
Eationale and a philosophy for the new apprqach to pictorial;
creation and an uncanny perception and grasp of tﬁeir

problems, whether it was psychological or compositional. , "It

was his giftuto help you see what was false," remarked Grace

[

'Hartigan (quoted in Seitz, 1963, p. 100). "He treated -

everyone as an individual, saw your needs and really had

»

insight to know what you were trying to do and help you with

it, that was the great gift he had™ (Munro, 1971, p. 226)."

v
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While it may be true that only students who were successful
responded to questionnaires, we have no way'of knowing.

Many -of the students who came to Hofmann's c%géses were
already serious artists. Hofménn was a cataiyét for many
different kinds of 'people. For Myron Stout, Hofmann's very
presence, the simultaneously sensuous and analytical ideas
about art that emanated from Hofmann's critiques, helped him
to unlock his potential. "He was an exemplary teacher, ‘and I
think respect seems toqbest sum up what he gave to Stout"
(Schwartz, 1980, p. 64).

{
I £ Modi Paint i
‘ ) .

Tha‘creative powerhof Hofmanp's precepts lay in
"supplying principlei’to back up those paintings when they
and thg spirit that produced them seem threatened with
obiivion" (Rosenberg, 1964, p. 145).. In its technical
aspect this insistenée(had to do with a student learning how
to organize forms in relation to one another on a single

!
plane of the picture surface rather than causing them to

recede through illusory devices of spective. Depth and
_the suggestiion of depth were two expressions that Hofmann
’ ]

used often dnd they meant something essential to the new
glossary of painting terms. For Hgfmann they also
encompéssed psychological dimensions of the artist. "Art is

a reflection of the spirit, a result of introspection which




finds its expression in the nature of the picture medium®
(Weeks, 1948, p. 70). The painter's sense of volume, as
Hof&ann taught it, was contained in two-dimensionél picture
space, from which he elicited depth. This apprgheﬁsion of
intrinsic values and the power to feel into the nature of.
things was the axis of Hofmann's entire pedagogy.

Rooted in the German philosophical tradition,hl

. Hofmann defined empathy as "the intuitive
faculty to sense qualities of formal and spatial
relations, or tensions, and to discover- the

plastic and psychological qualities of form and
colpr." (Geodman, p. 67, 1985)

When Hofmann explained his ideas about the picture
plane, he seemed'able to explain the secfet of the whole
painting.ﬁ The same held true whether he was discussing
interactions of positive-negative space or colour-movement
relation. Thus a student having difficultiés might hear
about the awareness of épace and its relationship to thinqs
in nature. "A plethora of‘vigual.forms was provided by‘his
choice of nature as the touchstone of .artistic inspiration®
(Gocdman, 1985, p. 103).

’ In form, Hofmann's concept of teaching remained
substantially the same as it was in his Munich days. But
after World War II tHese concepts had been transforme§ by the
references suppqied hy the new American painting which seemed

to be designed specifically for his teaching as much as his

teaching seemed designed for it. 1In the emergence of Action

4
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painting the student could see in operation Hoﬁmann's

intuition of forces, conflicts, explosions of energy . The

new works were based on a division of surface, and the
“juxtaposition of planes, which revivified much of what

Hofmann had been teaching. Hofmann dedicated himself to

translating the terms he had worked out as guidelines, :

through which his peers and students could understand and .

evolve their own painting. " In emphasizing the forces.beneath

o sy

the act of painting, he did not preclude a finished image for AB
his students. For Hofmann, the forces of nature, the act of

painting and the process of teaching all seemed.to be

metaphors for each other; each reality kept the others on.

fire. Terms that Hofmann used in his pedagogy became a

lexicon of principles for understanding apd explaining the

-
[ 4 ’

new art. Both Harold Rosenberg and Clement Greenberg
‘utilized his phraseology in their earlier art criticisms.
"His views of pictoriai space were echoed by Greenberg "in his
earliest criticisms" (Ashton, 1972, p. 82).

Hofmann approached the problems of painting with an
immediate physicality which was very attractive to hié
audiences in' New York.

In life, Hofmann was a very large man with- a @ ' :
commanding manner, by the mid-thirties, .20 or -
more years as a ‘teacher had reinforced his :

" inborn powers of persuasion: artists and

critics alike were deeply impressed when he got - -
to his feet. (Russell, 1974, p. 300)

¢




Hofmann introduced an element of bodily involvement in
whiéh éainting became "an affair of prodding and pushing,
scoring and marking, rather than simply inscribing and ’
covering" (Russell, 1974, p. 301). Tensions were translated
into pudh-pull theory. Convinced of the verity of the laws
which existed as a basis for structuriﬁé»the picture plane,
he included Cubist principles into his modernist .
experimentation; and his directions paralleled much of thg.
contemporary work being done in New York. Hofmann's beliefs
were echoed‘in the canvasses of Pollock and the Action
painters. "In so far as any oné man could set up the !
conditions for the new American painting that man was Hans
Hofmann" (Russéll, 1974, p. 362).- N

Between the objective pictoriai grammar dérived from

- § Cubist sources and the subjective metaphysics from Kandinsky
and Klee Hay émple territory for American students to
explore. The terms which Ho@pann or} nated in his studio o

: talks were soon to be common langu;ge of art studgnts and
critics. Such phrases as.posit%ve space and negative space !
were easily adaéted into criticism, and the idea that the
Plcture plane Qas "inviolable"” was especially appealing to

o critics wishing to defend the new abstract painting. Depth

in the pictorial sense was not created by the arrangement of

s b

6bjects one after another toward a}vanishing point in the

e . sense of the Renaissance perspective, but, on the contrary,

in the creation of forces in the{®nse of "push and pull".

4
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Plasticity was created by the forces that
Hofmann referred to as "push and pull”, a phrase
he used so often that it became nearly ‘
synonymous with his style of painting. The
-analogy he used to explain "push-pull" was that
of a balloon being pressed on one side and
consequently expanding on the other. 1In a
painting, the visual movgment of one plane
forward must be counteracted by the movement of
another plane back into depth in order to
restore the two-~dimensional balance. Each time
the picture plane is stimulated, it "reacts
automatically in’ the qppposite direction to the
stimulus received." According to the artist's
most - succinct explanation, "Push answers with
Pull and Pull with Push." (Goodman, 1985, p.

4 .

L

.Hofmann escription of spiritual (inwvisible) forges in the.

canvas space, was one of Hofmann's greatest contribution to

he language of modern pain;ihg.

-

3

All the stQﬂgpts who entered Hofmann's atelier were
insfructed to draw from the model. Hofmann cdnstaﬁtly
stressed the value ofp drawing. fhrough the ﬁ;dium of drawing
he was able to have his students incorporatq the concepts he
wished them to grasp about the nature of the picture plane.

Through exercfSe§ involving a still-life and the modelthe
could pélp them peéome aware of certain vital principles
which governed plastic creation. "The creative process lie;
not in imitéting," he said, "but in paral}éling nature --

translating the power from nature into the medium of
- n * )

T ) “»

&5 . . . , ) N \
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expression, thus’vitalizing the medium" (Weeks, 1943? pP.
4 ) .

55) . ¥ -

3

~ For this reason he;,sr.ressed the importance Y/réwing . )

' *

exencises. Through a Cubistic approach-he could have his

“students explore the plastic significance of the picture— \

—

¢

plane as a two dlmen31onal reality.: He could tegszxghem to
L —

ﬂshift\from,a "line" to a "plane". Using the model agp a ®

)

representation of reality rather then attempting to draw .

appearance. The figufejgradually becomES'a.vehicle primarily

for descgihing the relationship of solids to voids.« Through

H

drawing and redrawing the model, his students, he hoped could

grdsp the concepts underlying all creatlve work: "“If, things

"are other than they appear, then the limited capacity of our

sense muste be united through an inner 'vision" (Weeks, 1948,

’

.\62). ‘ f

Thé .continuqQus use of a model enabled Hofmann to set up

.

£

a gituation in which.his studentg could comprehend the object

as [located in space, and this process was designed to

- § . ~

~dissolve for them the false antithesis between absttact and

rep esentational values in art, to oivé them scope to be

informed by both sources.

Hofmann, however, .made himself most clear by
demonstrating his concepts, not by talking about
them. As Larry Rivers has recalled, "There was
always a nude model in some pose which. would.
make Hofmann s push and pull magic on Tuesday

% and Friday a more discernible reality
(Goodman, 1985, p. 41)

El
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"ff rhyt\\\\;Thetgﬁ kythm ls*the expre331on of llfe 1n 8p e"> \\

. " Hofmann believed th%; artists who wbrk fndependently of

tﬁb superficial chance aapect of nature use the accumulatﬁon

JE experienge gained from nature as the source of their

’
'inspiration. ."Thﬂs, it makes 'no difference whether [an
. - - o, :
aftiéths] WOrk is naturaliétic Or abstract; every visual
. / * “ ) K . .
express;on follows the same fundamental laws". (Weeks’, 1948,‘ T«

Lt )
;T 63). The schigol produced a dlstxhctlve-ber51on of draw1ng

. not at all 1 ke that of the Cubists. "The tqgéht was asked

go focui hi attention on the model and try to compfehend

_.___—-r—«

o that it was Nnot the model as an isolated figure ‘that-was of

¢4 r 2
‘thnary {ntErest bﬁt the energles meetlng and clashing that S0
-~ ' i

geVe form 'to the’ space sheé. was occupyxng" TRosenberg, 1963, -

‘o &3@& S A S
- e €~ [4 '

s The students' studles reflected planes and shapes as ‘

. \ ¢ )
’xnbersegtio;§ of forces.. "All movements are of a spatlaf( -

/-
-, ‘natute, The contlnuatlon of movement throughout space is

K]

(Hofmann,kquoted 1n Weeks, 194%,»p 66) . This sense of A
. \.» e./ V - -
rhythm, Whlch was . initgat hrough a study of nature in the
N | .
drawing mediumh“became t e underly cohe51ve force . e
of palntlng ' . '
e . . . Mo
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er-hagsis on colour theory iq his lectures and teaching.
"Hofmann found the fulnéss of colour and surface in the

°‘direct.pr%cess of painting" {(Lee 1966, p. 58).
' Hofmann treated colour relationships as an indepéndent
sysﬁgﬁ which had tovb;%Eﬁfg;;inated by the ‘artist with the
other formal aspects of ctomposition. Hofmann tried to’conve%
a éensé of‘meéning and importance to colour. quoyr was pot
only a plastic %éans of expression, ﬂﬁt; proesrlyausedw could

‘ revea{'th% deepest, the mpst.mystﬁc qualities of life. -

B ' ‘ - ’ ‘ ‘ 'N’

,fffﬁ\‘\_\f Colour is an agent to g#we the highest aesthetic
i .enjoyment. The emotion-relegsing faculty of
colour related to the formal .aspec work
becomes a means to awaken in us .feeling$ in
which the medium of expression responds
o analogically when we attemps, to realize our
;\\:__“ , experience creatively. (Hofmann, 1932, p, -18)

- Hofmann taught that:

A

- ™
. . -

‘ . L
In his manual, Ihe<Painter and his Problems from which

'

*

. the above quotatidn was taken, Hofmann discussef the' effects

\»ﬁﬁyich can be made thropgh simultaneous contrast between

juxtapoSEB coloyrs. The colours, he says, react as-
' . 2

! intervals. "Intervals were coiour harmonies produced by

spétial relationship$ and he differentiatéd gat%?en formal

<

tensions and colour tensions in the same way.we differentiate

, \. between cou erpoint and harmony" (Weeks, 1946, p. 57).

o

reates intervals at. its edges. Equal areas

]
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~  of blaék and/white on the same plane,éppearnto be‘difﬁereﬁ? .

.
.y
o . ‘ ¢
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_squares will appear to be dif ferent in size. This also

{ ¢ - . !

in size, This'game principle underlies the artist's

perception when painting with colour. Different/ézlqured

occurs when a4numb¢r of squares are looked at in different
lights, as Hofmann demonstrated. He emphasized that the
artist must ekperience the différent-appearances of the

various colours and learn how to utdilize them in buildinq‘

' compositions.

«  Hofmann ‘analyzed colour as basic to our psychological

perception; . .t
I - -

L]

+ . 6
<:f The creative possibilities of color are not

limited to plastic expressioﬁ% although the
. composition of color is . one of the most '
important factors in det&rmining the qualitative
content of a painting, theé\reciprocal reiation
0 of color to color produces phenomenon -- of a
more mysterious order. The phenomenon is
psychological. A high sensitiviy is necessary
in order to expand color into the sphere of the
- surreal without losing creative ground. Color
) stimulates certain moods in us. It awakens joy
or fear in accordance with its' configuration.
{Quoted in Weeks, 1948, p. 45)°

\ . )
, Hofmann further developed the nbtion that colour -

functions in interaction with pl?ne, line and texture to

create the sensation of volume and depth. For him,ithe

‘ —greagest LBminosity of colour creates the gfeatestﬁuolume.

In addition to the formal and psychological aspects of

£dlour Hofmannswas interested in its h&stiCal qualities which

< ’

r}asulted from his view of*nature. "In the- act of &

.

predominance and assimilation, colors love and hate each
’ .

»
- © . -
- . ﬂ?
.
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‘other, thereby héiping to make the creative intention of the
\thist possible" (Hofmann, 1915, p. 10). The painter was to
begin visualizing J%}umes and voids in nature, then to
trahslate them into planes of ‘colour in aecord with the
% nature of the picture surface. -3 |

. Hofmann's\nse of coldur depended inégéasingly on séeﬁing
.and defining relationships in épaéé. He taught his students
to begin by the academic procass derived from the work of:
Cézanne, of building form through colout. Hofmann seems to'

parallel aesthetically the outlook of modern scientific

philosophers who "conceive of the relative, interdependent

existence of matter and, space” (Lee, 1966, p. 65). _"We must
!
force color to become a creativei’éans," stated Hofmann.
- ) . . ‘I_

" £ We do this in sensinb the inner life by which
colors respond to one another through the -
created actuality of intervals. An interval is
analogous to a thought emotion fragment ‘'in the
creative process through which an idea is
communicated. (Hofmann, quoted in Weeks, 1948,
p.- 71)

bl
Through his les$ons about cofouiskpeludihg its =
bsychological association with the inner feeling of the

J
artist, Hofmann made, connections which would help his

) .

students perceive their inner selves through their painting.
that is, to understand the "élan vital" which can somehow be
touched. Hofﬂann taught that the Porce of colour could be'

used to that end, @ that the interrelationship G,fkgll the ¢

pPlastic elements in the picture, in harmony with the artist's

[

- /'
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inner vision, could produc& a "creation". His theories on

colour and its uses (Form und Farbe in der Gestung) were

- translated by former student Glenh Weissel¥ into a Iextbodk

for Instruction in Art (1931).

The Meaning of Composition

t

‘fgl Hbfmanﬂ's sources of compositionql structure came ~
directly from the Cubists work. @ It was the basis of his own
painting. Composition for Hofmann was perhaps the most
essential formation to be taught. To organize a picture
dém;nded.certainaunderlying principles. The concept of two-
dimensionality can Je traced to his insights\hs a student in
Paris and to the discoveries of the Impressionists. Ev?n
H®®mann's theories coqﬁerning the push-pull theory are rooted

X
in his Parisian studies. Barbara Rose writes, "Hofmann's

understanding of Cézanne's conception of pictorial space was

; hat it required an art of active focusing -- of empathy on

the\bért of the spéctator rather thanﬁa’passive acceptance of
depicted flatness" (Rose, 1978, p. 14). |

Nell Blane, a‘student who absorbed Hofmann's theorieé of
pictorial compos{p&dﬁ writes: "“He was simply trying‘to be
‘extraordiﬁarily explicit abgut where something was positiqned

in space" (Blane, quoted in Seitz, 1963).
‘ |

y e o r
r) -

He would say, "where is this? and tell me where
this .is?" And then, it's true he'd be annoyed
« 1f you didn't know, if you weren't dealing with

-~

¢ .
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the _problem, because he had worked so hard to
set up the still life. I guess my sense of
composition was greatly influenced by Hofmann.
(Blane, quoted in Munro, 1979, p. 257) °

L4

-

;Pictorial space for Hofmann was "real magic". Movemen:
and countermovement resulted in tensions. Tensions were
expressions of forces. Fdrceélwere the expression of
actions. The empty paper was transformed by the simplest
graphic meéns into a universe of action. However,,K when the
t;c-dimensionality of the. picture was destroyed, it fell int&

parts and created naturalistic‘space. This.meant that it

(Ao

represented dnly a por;ion of what was felt about three
diﬁensiona; experience. The expression of the artist's
experience was thus incomplete and therefore ineffective.
Throughout his teachiﬂﬁg\ﬁofmann consfstently referred to and

reiterated the notion that

the artist must not "poke holes" in the surface.
To keep this under control the artist must
understand thgf a line, as a concept alone,
cannot control®pictorial space. The sense of
movement on a flat surface occugs through a
shifting left and right, up and down. Thus, the
plastic depth is never static, but, like nature
itself, is always active. From this the artist
. creates a sense of animation in the picture
plane. The composition comes alive when forces
work in relatioNship with something else. S

* (Quoted in Newbury, 1980, p. 139) fﬁ

in composit;jij\ﬁgfwann plé#ed his emphasis on

pictorial, aé opposed to naturalistic space.., He demonstrated
this when hewwould "literally tear up the student's, drawing

into a number of pieces, and then rearrange them in relation (b

A //d“
n B .

d



to the picture plane” (seifz; 1963, Freilichef)., "By
revising‘:;d_redrawing a compo;ition Hofmann revealed his own
“vision of the.space in the supjéét. He drew yith a masterful
skill and fury, explaiﬁiﬁg his’concep£§ of composition with
unmistakable clarity” (Seitz, 1963).

} During the New York years Hofmann was barticularly
'coqperned with the aifficu%; concept of creating pictqrial
space with,?éhifting" planes. These "shifting" planes became

the'highest aim in his painting. "The shifting concept also

offers the most profound understanding of the pléstic space
“of Mondrign" (Lee, 1966, p. 80). ‘ 3

As a result of these"insights, student Erle Loran

o, %

published a study of Cézanne's paintings based on Hofmann's

technique of diagramming forces in a composition. He wréte,

Hofmann's aesthetic concepts aonstitute the most
comprehensive and practical approach to teaching
painting and drawing that has been achieved.

For example, 1f you put Leonardo's treatise of
painting into practice you get only the worst
aspects of thew~study of anatomy, lights, shades
and perspective. Leonardo gives no clues to the
basic problem of composition. It was only
through their 'great intuition that Renaissance
artists were able to counteract and transcend
the painful limitations impoced by the
mechanical rules of perspective. Hofmann
formulated a vast program of aesthetig -
principles that does not constitute a set .of
rules but opens up to the creative man the most
unlimited possibilities for exploiting the
imagination and the purely intuitive levels of
creative thought.. For.this reason I can reach
only one conclusion: that Hans Hofrmann is the
greatest teacher of painting and tomposition who
has appeared since the Renaissance. (Quoted in
Seitz, 1963). d

’
i=}
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Writings . : ~ B o
' ’ ‘ ’
" The basic premise of Hofmann's aesthetic philosophy was
a unique combination of mysticism, introversion, faith and

“

inteliectual precision. Hofmann invoked duality, ambivalence

ané dialogue in his writings. 1In Hofmann's BPlastic Creatign
published in the Art Students lLeague Magazine (New York,
Winger 1932-33) ie states, "The mystery of plastic creation
is based upon the dualism of the two-dimensional and the .
three—éimensﬁdnal" (Hofmann, 1932-33). The possibility of
maintaining two totally different painting éxpressions
continued to be an interest throughout his writing\career.
Thié investigation was contemporary w%th much of the new

approach to painting developing in New York at the time. A

connection developed between those paintings that pursue the
i 4

1idea of a pufe and rational plasticise and those "spontaneous

rs
inventions that arise from an unccnscious response to the

means of art" (Fritz Bultman, 1963, p. 43). Hofmann saw this
dynamic in all of lif?, but especially in the ffusion created
bynfriction of 6pposition" (Bultman, 1963, p.54). It was
through this basic antagonism of forces, that Hofmann saw a
ngw order being created. This procéss led to a sgecial
quality that was the feai goal of his aesthetic.

"Significant pictorial realization demands on the part

of the artf%t a constant weighing of quality against quality"”



o

82
(Hofmann, Spring 1915, p. 1). This was an important basis

for his writings and his pedagogy. Hofmann wrote,
l B 1 ' .o
the problem of art teaching is not limited to
the problem of artistic development itself. It
is evident that art may be taught only upon the
basis of a highly developed sensitivity for

qual%;y (Weeks, 1948, p. 49).
"Hofmann's impact is still being felt, both by second
generation artists who were students of his own students and
by those artists at first unfamiliar with his theories with a

sense of mystery thouéh,his quite exfensive wfitings on the

¥ i

theory of‘arg" (Lee, 1966, p.‘7).
.. ¢ Hofmann wrote "that an idea has a certain specific
medium through which it can be expreuced" (Weeks, 1948, p.

\
46) . Hofmann attempted to express this as a spiritual

quality in art.

Hofmann did not teach a formula for the creation of work
of art, but rather a basis for the making of a work of art,‘
in his fostering of the creative.process. "These ideas are -
not éhe definitive writings on the creation of a work of art
but ratper what Hofmann expected each individual artist to'
'dgvelop from such concepts‘as he himself had done" (Lee,

1966, p. 126). The spirit that ﬁbfﬁann tried to elaborate in .
his writings is a non-ph§sical~yet living reality derived

.o

from the artist.

)

That spirit in !'&ork,of art is synonymous with
its quality. The real in art never dies because

1

~t T
a
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its nature is predominantly spiritual.
(Hofmann, quoped in Weeks, 1946, p. 70)

. Hofmann's volubility was an asset to the
community. To the end of his long life, he
»" continued to express in words what he knew about
the language of painting. (Russell, 1974, p
303)

The significance of Hofmann's theory - in a
tradition that includes the writings of
Malevitch, Kandinsky, Klee and Mondriann - is
comparable to that of his painting and like his
painting it opens the door to a truly spiritual
view of art-and life. (Seitz, 1963, p. 3)

. . Z‘f» -
Teacher-Student Relations

o

Y

Of all the tributesﬂﬁo Hofmann made by his former
students, the most numerous ones attest to Hofmann's ability
‘to see the individuél in his classes as unique and teachable,

"He gave so much to the people who could use it, treated
everyone as an individual, saw your needs and really had the
insight to know what you were trying to do anhd help you with
it" (Munro, 1979, p. 166). (

Empathizing, or feeling into the picture, was an’ \ !
"intrinsic part of Hofmann's pedagogical process. .He utilized
that intuitive processtin the teaching of his students,oand
this char;cterized Hofmann's cl@ssrosm style. - He had time

for people, and took-all newcomers and their work seriougly.

—

m—l

His primary aim was

. [

~ to draw gge student whether through reason or
v~ feeling- into the yniverse of the canvas.® This
could only be done through a one-to-one contact

with the student. The ability of Hofmann to

"R
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place himself in the student's shoes and think .
along with him was an ability he developed over
many years of teaching. When he first opened
the Munich school, he gave art lessons to shell-
‘ shocked soldiers returning from the Great War.
(Newburj, 1980, p. 63) ey,
It was for this reason that the German government had -
{
granted permission for a school. In this school he utilized
J -

{i;’) the arts of drawing and painting as therapy (Newbury. 1980.
I p. 63). "He developed a theory that the act of creation
enabled -a disturbed personality to rebuild itself" (Newbufy,
1980, p. 64). This krowledge lJed him to take a personal o
interest in his students on a~one;to—one basis. "I think
that he could read his individual students profounle, and
with some establish a rapport without in any way dlminlshlng

. his imp031ng stature or his authority” (Stank1ew1cz, quoted

in Seitz, 1963).

“Hofmann believed ip "tﬂe quality of Geisiékeit -- this
“spfwsituality was for Hofmann a éixth sense ... the ability(toa
see or look into things in depthl to discover the inner life"
(Jaffg, 1970, p. 35).  Ann Tabachnick summarizéd this.&uality
as "a great gift for seeing yhat each one of his g‘t;;]dents,‘Q
could see, and forcing us to 96 a little further, each day,
in our own direction - toward the goal” (quoted in Séitz,

.

1963) .
k, ‘Hofmann was genuinely concerned about his students'
progress“in assimilating his approach to pictorial creation.

Yet, although he was’ sometimes an overbearing authoritarian




figure, he insisted that his students stand fast to their

vision. Dorothy Heller relates,

He did not give himself to his students, he - '
simply was. ' At school he_was—very much th& . "= 7
Master. One day while painting, I consciously
deviated from his "unprofessed” method and.
introduced a different set of forms. He saw my
canvas from a distance, charged over to it like
a mad-bull and exclaimed that if I wanted to
leave I could do so. He then picked up a brush,
dipped it in paint, and was about to attack the
canvas when I asked 'him not to touch it. He
surprisingly complied to my wishes and later
that ‘day, when I met him ‘out walking said, in
discussing the incident, that I could go on with
my own vision and he would try to respect it.
" (quoted in Seitz, 1963)

¢

The substance of Hofmann'g interacﬁion‘with hié students
was a persistent faith in art and beyond art in the human
being as arfist. "Hiss own beihg producea the substance bf a
living human exchange. Above dll else, Hofmann endeared

-himself to his students because he ﬁresented a teacHer-father

figure that wanted them to get ahead and\%E“SQ—eo Qn their

own and in their own way" (The Gazette, Dec. 24, 1983, p. A-

14) . "As important to students was Hofmann's ability to ¢ v

criticize the work of each student in its own terms from

, Within its intentions and premises" (Sandler, 1973, p. 53).
S/ : ] )
I suppose the most remarkable thing to me about
his instruction was his phenomenal capacity for
sympathy and empathy with his students which.
\ enabled him to address each individual in a way
.most pertinent to that individual (Dansler,
1969, p. 52).
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[ This ability to deal with students on/é/;ne—to—one basis

f and to give each one the direction needed was a kind of

s P S s ST T N

/ elasticity rarely seen in art schools at that time. This,
' commitment by Hofmann to foster the personal qualities of

each student gave rise to a proliferation of styles.

]

painting and drawing going on side by side and
you had the feelimg that anything was' possible.
Hofmann breathéd that feeling through his: one-
on-one instruction - How and why T’ couldn't
describe - but surely it was the key 'to the
excitement of the school. (Seitz, 1963, p. 72)

(t; There was so many different approéches to

- &
Foundations for Exploration

'

-

9

. Hofmann had a tight control over his studéafs through a

\

consistent pedagogy that eliminated’aqy form of’

<+

experimentafion until the basic lessons of his pictorial

' approach had been mastered -

Hofmann did not espouse the theory that art could be -
A - ~ ]
> " done without the feelings of the artist present in the work.
‘. . : ‘
Yet he had a strong desire to give his students the tools in.

3

s order for them to proceed with their own vision.

. Hofmann's metaphysics conceived of a painting
aclteved by the push-pull process as a metaphor
’ 2 for the workings of the universe... Hofmann
- visualized the universe as an organic field of
" forces or motion galaxies all suspended in
tension. {(Sandler,' 1973, p. 52)

)

5
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\~Hofmann‘s analysis of studeﬁt work, - based onh an approach

> * ]
to the picture-plane as a two dimensional entity, were .

- combined with his stern refusal to allow students to do k

"their own thiﬂg" until they had mastered this basic premise.
Ve ‘ o -
Every detail that would miss its relation to the ’
. spatihl totality would only downgrade the entire
tptality The artist must thereZore master the "
potentialjties inherent=#n the means .of L, .
expressiof as the basis and plastic Co ¢

justification of his. c:eated inLe. (Hofmann,
1915, p. 1) .

- - o ! ‘ . '

Everyone more or less, has talent, a litfle bit.
‘\ It then depends on the teacher how the talent is
: developed. I say, it must develop through work : ~
. . ™ .not through a teacher.  That means he cannot :
' permit himself to become sentimental cr- w'
something like that. He must know what he is
doing. (Hofmann’ quoted in Jaffe, 1971, p. 35)

R This message by Hofmann was foremos:z in his approach to

; his students. Freilicher said that he expected -

. profeesionalism above everything else from his students

- , - o * 2

(Sutherland, interviev, N.Y.C., 1983, p. 7). Hofmarnn was

~ \
against early experimehtation andﬁmagy times he was negative -

. and disbouraging to the less committed students. He 'did this?* .

v,
‘ for the express purpé.§ of disceuraging, students frcy making o
£.° géf ‘ .

“niee rictures”. But he was a profe351cmel ard "mada . Phose
. who stuck it out with h1m also profe531c1als“ (Goldherg,

quotea in Seitz, 1963) ' "My warmest mer.a.r'{ of the school was' -~

R

the great feeling of profe551onallsm and. love 2%, art and lTife ,
N4
generated by Hofmann. ~ He reached out and 1nc uded us all if

~

./
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» .
-, . 4 > ‘
we were willing to work vér§'\ hard at achieving his lessons"
- \ ’
- (Goldberg, “Seitz, 1963). ' ' ,
\ .
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demann s artlstic search began as a scientiflc study of
the najural world. He was a ¢creator, an. 1nventor, and the'
ﬁotivation for his scientific experiments was a desire to
improve the human conditien, As an artist, Hofmann was
nurtured by a dee}re to distover the mysteries of creation
and, ngfhad a great curiosity about the.creative spryit withiQ‘
himself. It. can be said that Hofmann tried to ‘deliberately
direct his own fate. He was very aware through the }
‘ Secessionist movement in Munich of the revolutions occurring
.in modern’art. Paris was.the'centre of the art world at that
" time (1904) and he wanted to be at the forefront of artlstlc
change. Although Hofmann s search for the "megnlng of .
reality" was not bound by any sense of time, hlS /
philosophical position always reflected his adjustment to the
changing tides of oistorical ciroumstance. " .
u’ In New York; Hofmann™s« commitment to thefimportance of
an international cohmunity of artists, and to the sense.of.a
’spiritoal ﬁeaning in modern art métivated a number of
influential figures in-tﬁe New Yark arf world. It was in

: ’ 4,

Hofmann'é stullio that Greenberg developed his views- on

& . . '

-
e
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pictorial space.’ Harold Rosenberg also attributes much of

-

his knowledge of the grammar of pqinfing,to.ﬁofmapn.

, Hofmann's visiom of the inherent necessity of art in a.
t AN

. culture was a major spurce of devotion among his

A\l

éfuqents.
?hey’spoke'of him as a "cause",‘pheir devofion<swas "ﬁot ohly
to the man who was a large, genial, fgthefly figu@e, but- also
to ﬁpe grand culture which he made&aécessible to them"~‘ _;
?Ashton, 1972, p. 80). Aside from his theories he'made arp
glamorous. "He had his élnger od'tﬁe most important thing in-l

an artist's 1ife, which is the conviction that art has an
. < J : . ..
existence and a glamorous one at that" (Larry Rivers, quoted
,Jgn Seitz, 1963). ) . 1

/
d Hofmann was successful in mdny aspects,of his long

. ’

career as a pedagogue. Hofmann's students created a

“ L]

commynity of, believets inu"modern‘art"wyithin the New York,
: o~ :

art ‘scene undoubtedly due to Hofmdhn's ability tosencourage
4 L & - ,

-

‘freedom and commun&cation among his students. This small
. -~

group 6f students was also important as a suﬁport group for
modern work being done outside the Hofmann studio. Clement
Gfeénberg doubts if the Abst{act‘Expressfbhists would have
'aqne as well as they did if not‘'for "the\ smal§ but .r'
sophisticated gpdience provided by the spudents and gra&uates
of Hans Hofménh%s art school in New York" (Greenberg, 1961,
p. 269). P N - | v
s : Hofm;nq,sﬁ%mdlated hﬁs studeﬁts»and through them helped

enhance the artistic level of individual consciousness within
v . v n.‘ ' +

“ [ 4 ' . -
- hid p 2 ¢

—_—
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the collective art community. Perle Fine became a teacher of
-

9

_painting and drawing at Hofstra Univergity. ‘She described

-

Hofmann as "the most Important teacher I've evel had" (Fine,

quoted in Seitz, 1963). Alexandra Luké( a Canadian paintér

'

from Oshawa, returned many summers to Provincetown,

"accompanied by a numher of Canadian artists ipcluding Jock

i

MacDonald, who were inspired by her devotYon to *Hofmann and,

. his teaé%ing It wasimost certainiy,Luke and her Hofmann -

connection which“pgov ded the first 51gn1f1cant contact

/between Toronto and the New York Abstract Expre331onlsts"

¢

Zemans, 1984, p. 16).

&
’
'

. Hofmann influenced Canadian West coast artists Lionel

Thgkas and Donald Jarvis in their pedagogical outlook.

. "Thomas was great&y influenced by Hofmann's role as an. ,

bl Y

1

edocat r" (Bee, '1966,%p. iii). Takao Tanabe said that he
rejettz& ’
to first evolve and then rebel. "The concepts of my school
Hofmann ‘said to Rosenoerg the evening before he died, "are

1

i
funoamental, but- a true artist could violate them all”™

- (Rosenberg, 1966, p. 21). This devotion to principle, while

.

placing the creative individual above,all principle,
represents ' the eésenée of Hofmann's pedagogy. Joe Plashett
was an erthusiastic teacher ofJHofmann“s theories after he

}eﬁ;,New York to-teach'at the Winnipeg School of Art.

Plasket found Eofmanr ruthless "in breaking down olr academic

and naturallstic vision, pushing us to see them in terms of

~ .
4 » et
o

- .

3ofmanh’s theories .but Hofmann expected his students:

91
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. .
the plane and of space diménsions. The inﬁellectual démagds
Hofmann ma@é on ?is students were enormous" (Plaskett, pgS3,
p.‘gés. . |

‘anfmann'scinfluence_exteﬁded through and beyond his
students. Patrick Landsley recalls the revolutionary effect

that Plaskett'had on him as a student at the Winnipeg art

e

school.b ‘ y . -

[N

Plaskett was-not an _excitable teacher but he was
very committed to what he had learned from
Hofmann. He was like a breath of fresh air. I
learned so much from him. I found myself using
the principles that Plaskett taught us in my own
studio teaching. (Sutherland, interview.
Montreal. 1985) .

N ' .
Hofmann's teaching methods were perpetuated by his

former pupils because it was evident that his theories' were

based 69 a solid tﬁeoretical foundation of  first hand
experience. Hofmann could provide both a technique and a

" convincing rationale for its use. His aims were "the logical

Py -

consequence of convictions™ and his curriculum was "the

-

blueprint for attaining éhese goals" (Kael}n, 1960, p. 4).
‘Through rigorous, vociferous experimentation,and.through
analysis, Hofmann was able to convey the knowledge he had
gathered into a structured, comprehensive curriculum for
teaching painting. He also démanded in his classes théﬁ .
certain stages be reached ﬁefogg going on to the next ones.
When individual problems gfose he’was able go providé the ?f i

A3

{

v

!



means whereby each student could work towardg a unique

[

resolution.

Hofmann also created an atmosphere in his studio that
drew people"to ‘hirvn. . When he discussed "tensions" ‘in a
painting he would gesture with his s‘i,x—foot frame and wave -- ‘-
his arms. He had a booming voiﬂce'that seems to have
continued both the love and terror that students felt in his
presence. Harold Rosenberg descrlbes “the phy51ca11ty that

emanated from Hofmann the teacher.

I watched him'in one of the last yeﬁrs of the . -
school of Provincetown go from easel to easgel- ' v
and literally hurl himself into the drawing.of
_the student, no matter how mediocre, as if ) .
. through his own concentration he could shatch - '
" out of it some perception, which though barely
P . on the border of consciousness, might, once ’ '
' grasped, set that plodder on the road to & ’
'+ developing vision. The teacher emerged from the
~session, dripping and exhausted like a Channel
swimmer. (Rosenberg, 1964, p. 151) o -

Hofmann S physical presence in the studio Created a
dynamlc that was direct and immediate. Hls students could
" get a sense of his message,through hls pedagogy by merely
being present in hlS classes even if they could not. grasp the ~ . -
tntellectual content in-all its complexity. Hofmann also ’
communicated an important quality of entbusﬁﬁ\that
p}ermeated his' teaching. "Many students recalled that
Hot:mann's greatest contribution to Itheir educat,iOn was’ his
ability to create a charged atmosphere” (Sandler, 1973, p

'52). Hofmann's seemingly absolute faith in art as the

e
p3
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o
revelat101 of a spifritual :1d universal reality caused hlny o)

teach(witn a deerfulAconv tlon, deeply 1mpressing his ;/
. . students. -“His teaching prccqss_wgs po approach‘every student

;e 'ds an individaal.. - . -, o Y
. Remarkably respons*ve and fluld as a teacher,
o . Hofmann could recocnize origlnality in widel
: . varying forms,, and.much of his school's
s _attraction lay in his ability to perceive the
- , needs and talents cf each pupll {Collage,
A ' +1985, p. 1) :

»

This was a major c:mbonemé of his pedagogy.

, “¥e could be relaxecd enough to beef up the timid
oo ,» . Fkearts and pompous, blustering and egdgentric
- . ‘enough to puff you up enough so that /you could
e see your name in'trhe long line of'Mithelangelo
and Matisse. (Rivers, 1967, p. 52) e

. O ¢ ' 3
L}
N L]

" Hofmann's studio—-as-context was his own creation. He -

. "He took up in sequance the usual art-school,
s ) ) . subjects, such as the pifgture plane, space,

. » movement, licht ancd colgur, but he transformed
all these incredients of painting through his
concept of a universal/ creative energy.
(Rosenberg, 1970, =. 17)

- ) While. on the surfaceé/.t appeared that Hofmann's schoc.

was not run on democratift orinciples, at a deeper level, for

+

. Hofmann, the freedom of art lay in the individual vision.
/ o= :
/




‘Hofﬁano createdza tailor;made‘situation’for himself as
\ artist—teacﬁer He gave his analy31s of student work t pre~ ‘ .
Lt determlned times so he reserved a great deal of time ior hlS.‘
A (own work. His teachlng and palntlng were 1ntr1nsxcall¢ bound
-/ ' tbgéther. "I approach my students purely w1th the human .

- " desire to free them of all scholarly 1nh1b1tlons Anc I tell
them - painters must speak through paint not through words"” -
1Hofmann,-1959, pP. lO).‘ Yet Hofmann produced an impor: ant -
body of writtenﬂtheory. His years of teaching gave hix
fertile ground to.work'out his aesthetic theories, semihating
his‘ever—changing philosoph& amond hrs,students"— {Ast-on,
1970, p. 50). Hofmann's teachirg was conservative-in\:he“

sense that he kept aliue the ideas and attitudes whickh had

been brought into play by the art movemente of the early 20th

v , .

Century and by artists like Matisse, Picasso and Cézaﬁne.

Hoﬁﬁannts contribution to'art—educationicontinues today )
becauge .he had a senae'of-the moment in'wﬂich he livecd. He

' once said, "It [abstract art] means one thing to me: =-o

discover myself as'well as I can, but every one of us has the

urge to be creative in relation-to our time -- the tirs to

which we belong may work out to be our'thing in commo:r"
.(quoted in Chipés, 1968, p. 564),. His art seems to hzve L
S . communicated to each individual a profound openness based on
| a belief in a metaphyeical‘sense of spirituality in t-ne

¢

universe. ’ k




o

. "
"It was a dajor pedagogical achievement to initiatﬁﬁh '
studio situation whi¢ch could inform the. many different;
N ’ ’ |
individual temperaments and still maintain a strong sepse of
' ‘ ) i ¢ .f
group unity and discipline. Hofmann saw through the finished
product to the process itself. He had a sense of his time- .
and bequeathed to his students the vital importance of the
a
creative process in art. Throughout his teaching career he
stressed that every formal and technical aspect must have its
equivalent in feeling, or it ‘'will result in superficiality.
"The fear that his teaching might turn inte a pantechnicon in
the hands of artists, teachers and cfitics contemptuous of .
the stresses of creation héunted Hofmann throughout his
teaching career" (Rosenberg, 1970, p. 17);
According to Jean Follet Mr. Hofmann knew that
above all he could teach best by example -- the
example of himself within his own human person,
not only by marks upon a page and the great o
example of himself, within his own person. His*
was truly inspired teachThg. God himself could

scarcely have .done a better job. (Quoted in
" -Seitz, 1963) g

-

The genius of Hofmann's pedagogy lay in ﬁis profound :
understanding of the role of the art teacher. Undoubtedly
Hofmann was one of the most imbortant contributors to art-
education because he lef% a leéécy,.a language of pictorial
grammar, and a vision of the importance of commitment in art.

His students carried this message forward into the various t
4

art-departments being formed in universities across the

4.
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’ 1 ° o
United States and’Canada; for example, Allan Kaprow at the

&

Univeréity~of California, Irving_Kaufmah at New Yd@k

University, Perle Fine'at Hofstra, Sam Feinstein at Hunter,

A

Mercedes Matter at the New York School of Painting, Paul
Reseiker at the Parsons School of Design and Don Jarvis at

the University of British Columbia. Terms that Hofimann

A

. developed to describe the basic technical elements have been

incorporated into the art langﬁage of today - Push-Pull and

positive-negative, tensions and the synonymous reletion

between the artists and the "creatif"” as Hofmann pronounced

it. The conceptual and stryctural basis for ert provided by
. Hofmann paralleled if not supported the shift in studio

training from the art schaol setting to that of the

v university ' :

In d@scussing the p0351biliﬁ; of a complete thec:;>of' <o
L] N . B
instruction, Richard Jones states that "the objective of

[

instruction is to develop imagination, plus communlty, plus . ’

-

mastery, which produces creative Fearning and the ability to
&

solve problems effectively” (Jones, 1968, p. 77). Hofmann

- was able to do this through” a synthesis of“the concepts of

twentieth century modern art.

- By precept and by example Hofﬁann coantributed
more perhaps than any single artist -—owards
making a revolutionary new style of vainting and «
its underlying aesthetic principles,
intelligible and accessible to American taste on

~ a wide scale. (Hunter, 1963, p- 9)*

- - . v
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My assessment is that Hofmann was indegg a master -

LR 4

arfist-teacher. Half the charter mgmbers of thg'AmeriCdn
- A Y
Abstract Artists Association were or hac beéen his former

’

students. Bloom points out in his research on Master
teachers that "they are remembered primaxrily for their

personal qualities and for the initial encouragement and

-

motivé&ion they gave fheir students to explore the field in a
‘pkg?ful'way" (1980, HL. 664) . With mos=z sEudenﬁs, Hofmann
- , "had the ability to evoke thié sense of spi%itual sehsibility‘
| that could be mgnifested in %he studenﬁs' a?t work.: Through

' an exploratory search’ and the ability tc view each studenp as

an individual with unique needs, Hofmanr became a‘powerfpl

» influence in the emergence of many Fkilled abstract painters.

‘nThe drive for artistic individuality is the cornerstone for

.

.
-

art education. Hofmann's emphasis on each student's
. Av]
N uniquenéss is one of the most important ideas which he

: brought to academic art education." (Newbury, 1981, p. IOQ).
Nowadays his methods have a widespread application.

-

If Gustave Moreau's place as a "great guru” of
thre 90's is assured because bf his pupils
Matisse, Rouault, and the other FTauves, then

: Hofmann!s record'is more impressive. The sheer

i . number and stylistic range of his former
students is astonishing. That s> many have .

‘ ‘achieved international distinction, some of- them
to the point of positively chancing the course
of art, is more than miraculous, it 1is sobering.
(Kaprow, -quoted in Seitz, 1963) o

.
»
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- . .
Hofman%'s mastery of the principles of modern %ictorial‘ | '
‘ stfucture'and his genius zs an instfuctér ‘present a model
‘ for the,"artist-educator” of tocay. Hofmann was a forgfather
' to modern sfudio iﬁstruction becauée he ?ealized the valte of .
experimentation builg upon a solid foundation of ingkruction. )
sandler called him'a "pédégogical master" (1973, p. 49).
| Through his courageous persistence énd commitmént to éhe .
. value of art fgr.humanfgrawth, Hofmann‘ledlthe way in’ ’
. ’ v fedefiningtﬁhe artist-teacher's role. ‘
- . ’ ) ;

N
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