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Introduction

A 1. How the issue of the limits of Abstraction
arises as an arhistorical matter.

A The issue of the limits of Abstraction in art first arises
In relation to theprogressive dissolution of
representational subject matterin certain works of
art . . .



Pieter BruegheHunters in the Snoyl 565
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J. M. W. TurnerRain, Steam and Spe&k844



Chaim Soutinel.andscapel1921



.. .and then thelimination of such subject
matter in other works in favor of lines and
areas of paint that are intended to have no
reference beyond themselves.



Jackson PollockNumber 1, 1950 (Lavender Misf)950



Both any color and internal
differentiation of such canvases can
be eliminated in aall-white or an

all-black canvas . . .



Kasimir Malevich,Black Square1913



Kasimir Malevich White on White1918



Robert RymanUntitled [E], 1965



Ad ReinhardtAbstract Painting19601966




A . .. either of the latter of which can be replace
by atransparent rectangle, or something
similarly minimally perceptual such as a beam
of white light projected in an alwhite space.



Joseph Kosuth
Any Five Foot Sheet of Glass
to Lean Against Any Wall965



Dan Flavinthe nominal three (to William of Ockhanp64



A However, any artwork of the more reductive
perceptual artworks possible is less Abstract
than anon-perceptual artwork, such as one
that consists of thoughtor aconcepf

A or one that is meant to be identified with an
objectof which it is not possible to be aware as
opposed to being awatieat the work is meant
to be identified with such an object.




ALL THE THINGS | KNOW
BUT OF WHICH | AM NOT

AT THE MOMENT THINKING -
1:36PM; JUNE 15, 1969

Robert Barry, 1969




1.2. The limits of Abstraction and philosophy.

A What can beliminated and whaimust remainin an

ar t effeding

& work of art?

I An a reffectinga Wk of art represents hiatended identification
of the work with some simple or complex object.

A What isrequired to understand that some work of

art IS meant to

I (So that anything
understandingan
identifying the lim

be some object?

that is nogquired ofsuchidentificationand
be eliminated as superfluous to the enterprise of
its of Abstraction.)



The Principles of
Essentialist Abstraction



1. The minimum condition of making
art: singling something out.

A To effect an artwork of any kind of artwork
the artist whose work it is must besponsible
for singling something outwith which the
artwork is meant to be identified.

I Artists can single out objects meant to be artworks through
creation, selection or specification or through a
combination thereof.



CREATION

Paul Cezannéstill Life with
Basket of Applesl8931894



SELECTION

Marcel Duchampln Advance of the Broken Ayi017



SPECIFICATION

ALL THE THINGS | KNOW
BUT OF WHICH | AM NOT

AT THE MOMENT THINKING -
1:36PM; JUNE 15, 1969

Robert Barry, 1969




A 1.1. It must be possible tmderstandthat
what Is singled out as a work of art is singled
out as a work of art even If it Is not possible tc
beaware of any such delineated object.



2. That which is singled out is arpobject
where O0objecto 1 s use
sense so that everything is an object.

A 2.1. The notion of an objectdmtologically
neutral or unlimited.

A 2.2. Any object idogically circumscribed in
beinglogically identical to itself alonand in
beinglogically distinct from everything to
which it is not logically identicalwhich Is
every other object.




3. Two kinds of intentional relation of
the artist to that which iIs singled out.

A In the first sense, thartist must intendhat some
object or objectg, of some kind or kinds aibject,
besingled outin some way or combination of ways,
so that any such delineated object canieerstood
to be awork of art, andx is so delineated.

A In the second sense, thgist must intendhat any
object so singled out henderstoodto be all or part
of a particulamartwork by that artist, ana is so

Intended.




3. 1. An arti stos unde
of these Iintentional relations.

A Each kind of intentional relation of artist to an
object meant to be an artwork noted
presupposes the arti s
understanding of the kind of thing to which
each intentional relation is relevant, namely to
iIntended discrimination of a certain sort of
thing and to the particulagdentification of
such a thing discriminated.



3.2. Claims and artworks.

A That an artist intends that some object to which she i
Intentionally related in the first sense be understood
to be an artwork by that artist constituteadam by
the artist that that object is to be so recognized.

I This claim may be madeplicitly or explicitly, depending
on the novelty of the object and its relation to the artworld
and its established practices, the claim must be
understandabléor the object singled out to be understood
to be a work of art by the artist claiming that status for the
object.



4. The notion of the identity of an artwork.

A Any artworka must be meant to be some
object or objectg, and to speak of the identity
of a s to speak of itsntended identification
with X, or to speak of the property thahas of
beinga.



4.1. The distinction between awareness an
object that an artwork is meant to be and
awarenesshat an artwork is meant to be
identified with a particular object.

A To apprehend thielentity of an artwork is to
understand withwhich objectthe work Is
meant to be identified, and whether or not tha
object can itself be apprehended.



4.2. The logical and epistemological aspects of
an artworkos i1 dentity.

AThe | ogical aspect pert:
haecceity or the unigue property it has of being the
particular object that it Is.

A The epistemological aspect of the identity of an
artwork pertains tainderstanding with which
object the work iIs meant to be identified, and whethe
or not that object can itself be apprehended in any
way that is relevant to that understanding.



5. The necessary comprehensibility of an
artworkos 1 denti ty.

A The determination of the limits of Abstraction
IS anart-historical issue.

A It must then be possible fpeople in addition
to the artistto understand with which object
any artwork, including any Abstract artwork, Is
meant to be identified.



6. The minimal conceptual relation of
artist to artwork.

A The artist whose work it is must besponsiblefor
effecting thecomprehensible identificationof a
particular artwork with a particular object.

I (And whether or not she is similarly responsible for
effecting the object that the work is meant to be.)



/. Artistic identity, public perceptual
objects, and artistic complexes.

A The determination of the limits of Abstraction
IS anart-historical issue.

A Communication between subjeétscluding
communication of the identity of an artwark
depends operception.

A Determination of any limit of Abstraction then
depends on at least opablic perceptual
objectin or through which the identity of the
artwork iIs made comprehensible.



/7. 1. Def il ni ti1 on o

A When a subject is aware of a public perceptu:
object on which the identity of all or part of an
artwor k 1 s adisipcempbx® n t
results of which thesubject, theobject, and
the event ohwarenesdinking them are
constituents.



Cathedra Barnett Newman, 1951




8.

Ineliminable features of artistic complexes

A Because any attistorical identification of a limit of
Abstraction depends on an artistic complex, and because
certain things aressentialto, or are ineliminable from, artistic
complexes, theshings are to be used etermine thelimits

of Abstraction In art.

A Thus the use of anythingpt essentiato an artistic complex
to identify some artwork with some object woulok, for the
reason of not being so essential, determilnmia of
Abstraction in that identification.

A The use of things that are essential to artistic complexes to
determine limits of Abstraction is the reason for calling this
arti st iEssenpalisbAbgtraction 66 or si mpl
Essentialism 0



8.1. Perceptual and conceptual awareness.

A Perceptual and conceptual awareness are essential
aspects of any artistic complex since a subject must
be able tgerceiveany perceptual object on which

the identity of an ar

work is dependent, and he must

be able tainderstand both the relevance of this
object to that identity anany cognitive or
conceptualaspectsof the object to that identity.



8.2. Agency.

A A subject musthooseto attend to anpublic
perceptual objecton which the identity of an
artwork is relevantly dependent.

A A subject must choose to attend to the object from a
certainangleanddistance for a certain amount of
time, and with a certain degree attention and
contemplation.

A A subject must choose tead andreflect on any
language that is relevant to comprehending the
identity of the artwork.




8.3. Causation.

A Any subjectwho forms part of an artistic complex will haveausal
relation to the perceptualbject that also forms part of that complex, and
theobject will in turn have acausal relationto the subject.

A Causal relations that hold between subjects and objects are of three broa
sorts pertaining to the notionsmibdification, origination, or
termination.

I Either an object in some way changes a subject, a subject in some wa
changes an object, or an object originates or results from an action or
actions of a subject, or is terminated due to an action or actions of a
subject.

I A subject will at least effect @ambridge changein the perceptual
object of that complex in virtue of forming part of an artistic complex
at a particular time, and the object will effect the same kind of change
In the subject who is aware of it.

i XisPatt, 1 T/F

i XisPatt,i F/T



8.4. Becoming.

A The identification of any limit of Abstraction depends
on anartistic complex.

A Every artistic complex depends on the fact of
apprehension

A All apprehensions bottometo exist ancdceaseo
exist in time.

A Ergo, the coming and ceasing to exist of both artistic
complexes and the events of apprehension on which
artistic complexes are dependent will be
unavoidable



8.5. Indexicals.

A The perceptual object that forms part of an
artistic complex will be indexically related to a
subject attending to it since any such object
wi | lthisthetenowd r el at i1 v e
subject.

A Any language used to single something out
will be indexically related to anyone
comprehending it, and iteeaningwill be
dhissnowdb f or anyone CcO0mMmj



8.6. Epistemological relations of subject to
object: knowing which, knowing that, and
knowing what

A In attending to any public perceptual object on
which the identity of an artwork is dependent,
a subjecknows:

A which object is relevant to that identity;
Athat he is attending to that object;

Awhat he is attending teat least in the minimal
sense that it falls either under the category of
artwork.



8.7. ldentity and difference.

A All objects will fall into either the class of things that
are meant to be identified with an artwork or the
class of things thaire not meant to be so identified.

A And all objects eithewill or will not fall under the
heading of a perceptual object on which that identity
IS dependent.

A ldentity and difference cannot then be eliminated
from effecting and apprehending the identities of
works of art.



8.8. Objects, logic, and consciousness.

A It is logically unavoidable that, as a subject forms part of an
artistic complex, all objects will divide into those of which she
IS then aware and those of which se@otthen aware, and
any or every object of either of these clasgséisor will not be
that whichall or part of anartwork is to be understood to be.

A Any apprehensible objectthat all or part of an artwork is
meant to be eithawill or will not be dependent on either a
particular event of apprehendingthat object or on some or
any event or events ofcartain kind or kinds of event of
apprehendingit.

A Any object that all or part of an artwork is meant to be that
cannotitself be apprehendeceitherwill or will not be
dependent on eithergarticular event, or on some or any
event or events of @ertain kind or kindsof event of
apprehendingtheintended identification of all or part of the
artwork with that object.



8.9. Apprehension and reapprehension.

A An object on which the identity of an artwork is
dependent may be designed to exist perceptually
unchangedacross diverse spaces and times, or to be
repeatedin the same or a different place or places at

different times.
A Apprehensions of a continuous object of either kind
arerepeatablein time.
A Thehistory of actual apprehensions and the
possibility of subsequempprehensionsof a such an

object of either kind armeliminable, and may be
considered by the artist as means to effect or affect

the identity of a work of art.




8.10. Parts and wholes.

A The partwhole relation will hold between each of the
constituents ofan artisticcomplexand thatcomplex

A Parts of thecomplexmay beused inthe determination
of the identification of a work with aobject that does
not exist prior to the existence of the complex.

A Any part of a piece ofanguagethat is used in the
determination of the identity of an artwork will have
visible andlinguistic compositional relations to the
language of which it is a part.

A Words of a specification will also have visible
compositional relations to thmerceptual objectof which
they form part.



8.11. Space and time.

A Thevisual languageon which identifying the
limits of Abstraction depends spatial.

A Theawarenessandagencyon which every
artistic complex depends aemporal.

A Accordingly, the relevance of both space and
time to Abstraction will have to be considered,
even though an artwork itself need not be
either temporal or spati@mporal.



8.12. Continuity and discontinuity and
recurrence and nonrecurrence.

A Both any perceptual object on which the
identity of an artwork is dependent and any
object that an artwork is meant to be will be
continuousor discontinuousand either
recurrent or non-recurrent.



8.13. Aesthetically essential properties.

A Any property that is aesthetically essential for
Essentialism will be determined in relation to
some thing or things that is essentiahtbstic
complexes

A As certain of these things aperceptual and
others areonceptual the aesthetic of
Essentialist Abstraction will be complicated,
and will have both a perceptual and a
conceptual aspect.



9. ldentity, artistic complexes, and the
limits of Abstraction.

A As any artwork must have aaentity ;

A As comprehending the identity of any artwork depends on
apprehension of public perceptual object

A As apprehension of such an object createsrtistic
complex
A And as certain things aneeliminable from such a complex,

A The artistic investigation of the limits of Abstraction must
focus on those thingsn that investigation.

A And any object in which ineliminable features of artistic
complexes areeflectedin thedetermination and
comprehensionof its identity will be moreAbstract for that
reason than any object in which such reflection is absent.



Haecceityl2.0.0

om
Sesh ey,
%,

F TH
o0 THary
%,
03y uos™
©

&

$ %
g 2
z 3
] £}
2 2
%, &

% & b,
Moy g no™ Lonyyy 7

A







