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Abstract 

Before there was an art of abstract painting, it was already widely believed that the value of a 

picture was a matter of colors and shapes alone. Music and architecture were constantly held up to 

painters as examples of a pure art which did not have to imitate objects but derived its effects from 

elements peculiar to itself. But such ideas could not be readily accepted, since no one had yet seen 

a painting made up of colors and shapes, representing nothing. If pictures of the objects around us 

were often judged according to qualities of form alone, it was obvious that in doing so one was 

distorting or reducing the pictures; you could not arrive at these paintings simply by manipulating 

forms. And in so far as the objects to which these forms belonged were often particular individuals 

and places, real or mythical figures, bearing the evident marks of a time, the pretension that art 

was above history through the creative energy or personality of the artist was not entirely clear. In 

abstract art, however, the pretended autonomy and absoluteness of the aesthetic emerged in a 

concrete form. Here, finally, was an art of painting in which only aesthetic elements seem to be 

present. 
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1. Introduction

Abstract art had therefore the value of a practical demonstration. In these new paintings the very 

processes of designing and inventing seemed to have been brought on to the canvas; the pure form 

once masked by an extraneous content was liberated and could now be directly perceived. Painters 

who do not practice this art have welcomed it on just this ground, that it strengthened their 

conviction of the absoluteness of the aesthetic and provided them a discipline in pure design. Their 

attitude toward past art was also completely changed. The new styles accustomed painters to the 

vision of colors and shapes as disengaged from objects and created an immense confraternity of 

works of art, cutting across the barriers of time and place. They made it possible to enjoy the 

remotest arts, those in which the represented objects were no longer intelligible, even the drawings 

of children and madmen, and especially primitive arts with drastically distorted figures, which had 

been regarded as artless curios even by insist-ently aesthetic critics. Before this time Ruskin could 

http://www.granthaalayah.com/
http://www.granthaalayah.com
http://www.granthaalayah.com/
https://crossmark.crossref.org/dialog/?doi=10.29121/granthaalayah.v7.i11.2019.3728&domain=pdf&date_stamp=2019-11-30


[Nimbolkar et. al., Vol.7 (Iss.11SE): November 2019]                           ISSN- 2350-0530(O), ISSN- 2394-3629(P)  

चित्रकला और उसके अंतः अनुशासचनक सम्बन्ध                                         Index Copernicus Value (ICV 2018): 86.20 

Painting and Its Interdisciplinary Relation                                                               DOI: 10.5281/zenodo.3586470 

Http://www.granthaalayah.com  ©International Journal of Research - GRANTHAALAYAH [155] 

 

say in his Political Economy of Art, in calling for the preservation of medieval and Renaissance 

works that “in Europe alone, pure and precious ancient art exists, for there is none in America, 

none in Asia, none in Africa.” What was once considered mon-strous, now became pure form and 

pure expression, the aesthetic evidence that in art feeling and thought are prior to the represented 

world. The art of the whole world was now available on a single unhistorical and universal plane 

as a panorama of the formalizing energies of man. 

 
These two aspects of abstract painting, the exclusion of natural forms and the unhistorical 

universalizing of the qualities of art, have a crucial importance for the general theory of art. Just 

as the discovery of non-Euclidian geometry gave a powerful impetus to the view that mathematics 

was independent of experience, so abstract painting cut at the roots of the classic ideas of artistic 

imitation. The analogy of mathematics was in fact present to the minds of the apologists of abstract 

art; they have often referred to non- Euclidian geometry in defense of their own position, and have 

even suggested an historical connection between them. 

 
Today the abstractionists and their Surrealist offspring are more and more concerned with objects 

and the older claims of abstract art have lost the original force of insurgent convictions. Painters 

who had once upheld this art as the logical goal of the entire history of forms have refuted 

themselves in returning to the impure natural forms. The demands for liberty in art are no longer 

directed against a fettering tradition of nature; the aesthetic of abstraction has itself become a brake 

on new movements. Not that abstract art is dead, as its philistine enemies have been announcing 

for over twenty years; it is still practiced by some of the finest painters and sculptors in Europe, 

whose work shows a freshness and assurance that are lacking in the newest realistic art. The 

conception of a possible field of “pure art”— whatever its value— will not die so soon, though it 

may take on forms different from those of the last thirty years; and very likely the art that follows 

in the countries which have known abstraction will be affected by it. The ideas underlying abstract 

art have penetrated deeply into all artistic theory, even of their original opponents; the language of 

absolutes and pure sources of art, whether of feeling, reason, intuition or the sub-conscious mind, 

appears in the very schools which renounce abstraction. “Objective” painters strive for “pure 

objectivity,” for the object given in its “essence” and completeness, without respect to a viewpoint, 

and the Surrealists derive their images from pure thought, freed from the perversions of reason and 

everyday experience. Very little is written today—sympathetic to modern art— which does not 

employ this language of absolutes. 

 
In this article I shall take as my point of departure Barr‘s recent book , the best, I think, that we 

have in English on the movements now grouped as abstract art. It has the special interest of 

combining a discussion of general questions about the nature of this art, its aesthetic theories, its 

causes, and even the relation to political movements, with a detailed, matter-of-fact account of the 

different styles. But although Barr sets out to describe rather than to defend or to criticize abstract 

art, he seems to accept its theories on their face value in his historical exposition and in certain 

random judgments. In places he speaks of this art as independent of historical conditions, as 

realizing the underlying order of nature and as an art of pure form without content. 

 
Hence if the book is largely an account of historical movements, Barr‘s conception of abstract art 

remains essentially unhistorical. He gives us, it is true, the dates of every stage in the various 

movements, as if to enable us to plot a curve, or to follow the emergence of the art year by year, 
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but no connection is drawn between the art and the conditions of the moment. He excludes as 

irrelevant to its history the nature of the society in which it arose, except as an incidental 

obstructing or accelerating atmospheric factor. The history of modern art is presented as an 

internal, immanent process among the artists; abstract art arises because, as the author says, 

representational art had been exhausted. Out of boredom with “painting facts,” the artists turned 

to abstract art as a pure aesthetic activity. “By a common and powerful impulse they were driven 

to abandon the imitation of natural appearance” just as the artists of the fifteenth century “were 

moved by a passion for imitating nature.” The modern change, however, was “the logical and 

inevitable conclusion toward which art was moving. 

 
This explanation, which is common in the studios and is defended by some writers in the name of 

the autonomy of art, is only one instance of a wider view that embraces every field of culture and 

even economy and politics. At its ordinary level the theory of exhaustion and reaction reduces 

history to the pattern of popular ideas on changes in fashion. People grow tired of one color and 

choose an opposite; one season the skirts are long, and then by reaction they are short. In the same 

way the present return to objects in painting is explained as the result of the exhaustion of abstract 

art. All the possibilities of the latter having been explored by Picasso and Mondrian, there is little 

left for the younger artists but to take up the painting of objects. 

 
The notion that each new style is due to a reaction against a preceding is especially plausible to 

modern artists, whose work is so often a response to another work, who consider their art a free 

projection of an irreducible personal feeling, but must form their style in competition against 

others, with the obsessing sense of the originality of their work as a mark of its sincerity. Besides, 

the creators of new forms in the last century had almost always to fight against those who practiced 

the old; and several of the historical styles were formed in conscious opposition to another manner-

Renaissance against Gothic, Baroque against Mannerism, Neo-classic against Rococo, etc. 

 
The antithetic form of a change does not permit us, however, to judge a new art as a sheer reaction 

or as the inevitable response to the spending of all the resources of the old. No more than the 

succession of war and peace implies that war is due to an inherent reaction against peace and peace 

to a reaction against war. The energies required for the reaction, which sometimes has a drastic 

and invigorating effect on art, are lost sight of in such an account; it is impossible to explain by it 

the particular direction and force of the new movement, its specific moment, region and goals. The 

theory of immanent exhaustion and reaction is inadequate not only because it reduces human 

activity to a simple mechanical movement, like a bouncing ball, but because in neglecting the 

sources of energy and the condition of the field, it does not even do justice to its own limited 

mechanical conception. The oppositeness of a reaction is often an artificial matter, more evident 

in the polemics between schools or in the schemas of formalistic historians than in the actual 

historical change. To supply a motor force to this physical history of styles (which pretends to be 

anti mechanical), they are reduced to a myth of the perpetual alternating motion of generations, 

each reacting against its parents and therefore repeating the motions of its grandparents, according 

to the “grandfather principle” of certain German historians of art. And a final goal, an unexplained 

but inevitable trend, a destiny rooted in the race or the spirit of the culture or the inherent nature 

of the art, has to be smuggled in to explain the large unity of a development that embraces so many 

reacting generations. The immanent purpose steers the reaction when an art seems to veer off the 

main path because of an overweighed or foreign element. Yet how many arts we know in which 
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the extreme of some quality persists for centuries without provoking the corrective reaction. The 

“decay” of classical art has been attributed by the English critic, Fry, to its excessive cult of the 

human body, but this “decay” evidently lasted for hundreds of years until the moment was ripe for 

the Christian reaction. But even this Christian art, according to the same writer, was for two 

centuries indistinguishable from the pagan. 

 
2. History 

 
The historical fact is that the reaction against Impressionism came in the 1800s before some of its 

most original possibilities had been realized. The painting of series of chromatic variations of a 

single motif (the Haystacks, the Cathedral) dates from the 1890‘s; and the Water Lilies, with their 

remarkable spatial forms, related in some ways to contemporary abstract art, belong to the 

twentieth century. The effective reaction against Impressionism took place only at a certain 

moment in its history and chiefly in France, though Impressionism was fairly widespread in Europe 

by the end of the century. In the 1880s when Impressionism was beginning to be accepted 

officially, there were already several groups of young artists in France to whom it was uncongenial. 

The history of art is not, however, a history of single willful reactions, every new artist taking a 

stand opposite the last, painting brightly if the other painted dully, flattening if the other modelled, 

and distorting if the other was literal. The reactions were deeply motivated in the experience of the 

artists, in a changing world with which they had to come to terms and which shaped their practice 

and ideas in specific ways. 

 
The tragic lives of Gauguin and Van Gogh, their estrangement from society, which so profoundly 

colored their art, were no automatic reactions to Impressionism or the consequences of Peruvian 

or Northern blood. In Gauguin‘s circle were other artists who had abandoned a bourgeois career 

in their maturity or who had attempted suicide. For a young man of the middle class to wish to live 

by art mean a different thing in 1885 than in 1860. By 1885 only artists had freedom and integrity, 

but often they had nothing else. The very existence of Impression-ism which transformed nature 

into a private, unformalized field for sensitive vision, shifting with the spectator, made painting an 

ideal domain of freedom; it attracted many who were tied unhappily to middle class jobs and moral 

standards, now increasingly problematic and stultifying with the advance of monopoly capitalism. 

But Impressionism in isolating the sensibility as a more or less personal, but dispassionate and still 

outwardly directed, organ of fugitive distinctions in distant dissolving clouds, water and sunlight, 

could no longer suffice for men who had staked everything on impulse and whose resolution to 

become artists was a poignant and in some ways demoralizing break with good society. With an 

almost moral fervour they transformed Impressionism into an art of vehement expression, of 

emphatic, brilliant, magnified, obsessing objects, or adjusted its coloring and surface pattern to 

dreams of a season-less exotic world of idyllic freedom. 

 
3. Literature Review 

 
The Russian painter Malevich, the founder of “Suprematism,” has described his new art in 

revealing terms. “By Suprematism I mean the supremacy of pure feeling or sensation in the 

pictorial arts … In the year 1913 in my desperate struggle to free art from the ballast of  
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the objective world I fled to the form of the Square and exhibited a picture which was nothing 

more or less than a black square upon a white ground … It was no empty square which I had 

exhibited but rather the experience of objectlessness” (Barr, pp. 122-23). 

 

 
 

Kolte has discovered for us one such new visual language through his paintings. In addition, 

interpretation of such signs, this innovative cartography, so to speak, is difficult to communicate 

through world. This can be felt only by viewing his works in person. The paintings of Prabhakar 

Kolte are so subtly energized that I felt, he must have gone through many tests and experiments of 

maturity, concentration and rationality, with abandon. 

 
S.H.Raza was a popular painter of impressionistic landscapes before a rendezvous with abstraction 

changed his direction forever. Influenced by mark  Rothoko, whose gestural abstraction he adopted 

almost like a mantra, Razas switchover was as dramatic as it was bold working in impasto he began 

to create abstract landscapes that resonated with his memories and colour of India in particular, he 
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was drawn to the Basohli miniatures and their borders his abstract paintings were divided in to 

fragmentary fields that contained the narrative dialogue of the miniature school ever though the 

abstract composition was devoid of any narration later still, another twist would lead to changing 

his stance yet again this time steeped in the symbolism of tantric art by way of geometric 

abstractions of which he has been a master for over three decades. 

 

 
 

As per Peter Halley (Artist), I really have come to the conclusion that what make painting 

pleasurable- how we read it’s the one visual art experience that combine an image and a reading 

of texture at the same time, I think what a great painting is a painting that we both read haptically, 

texturally that we get pleasure out of our material reading of it, like a van Gogh and we also equally 

enjoy the image. 

 

      
 

 

http://www.granthaalayah.com/


[Nimbolkar et. al., Vol.7 (Iss.11SE): November 2019]                           ISSN- 2350-0530(O), ISSN- 2394-3629(P)  

चित्रकला और उसके अंतः अनुशासचनक सम्बन्ध                                         Index Copernicus Value (ICV 2018): 86.20 

Painting and Its Interdisciplinary Relation                                                               DOI: 10.5281/zenodo.3586470 

Http://www.granthaalayah.com  ©International Journal of Research - GRANTHAALAYAH [160] 

 

4. Conclusion 

 
All contemporary movements and styles are derived from the concept of abstract. It has been 

considered in expressions. Modernism in abstract art can be traced to the desire of artists for an 

objective impression of their creation. The inner meaning of abstract art can be of great 

enlightenment for the emerging artists, only proper awareness and study needs to be undertaken in 

this direction to appreciate the essence of abstract art. 
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