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pp- 163-164: “The picture was planes very carefully in my mind before starting it, but
except for a few black and white sketches made from the fact, I had no other concrete
data, but relied on refreshing my memory by looking often the subject.... The color,
design, and form have all been subjected, consciously or otherwise, to considerable
simplification.”
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3 André Gide, Les Cahiers d’ André Walter (Paris: French & European Publishers, 1986),
p. 56: “Reduce everything to the ESSENTIAL — no phenomenal life, only the noumenal
— therefore no descriptions and the background neutral — to take place anywhere and at
any time — to be outside time and space.”

0 Carlyle Burrows, “Art of the Week: Some Stimulating Moods of Realism,” New York
Herald Tribune (January 11, 1948), sec. 6, p. 3: “Hopper’s paintings dealt with facts but
do not exclude poetry.”

1 Aline B. Louchheim, “Realism and Hopper,” New York Times (January 11, 1948), sec. 2,
p- 9: “not photographic,” and “he had selected, arranged, and ordered, but he lets what
he feels emerge from what he sees.”
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372 John Hollander, “Hopper and the Figure of Room,” Art Journal, vol.41 (Summer 1981),
pp. 156-157.
7 Hollander, “An American Painter,” Commentary (January 1972), pp. 94-99.
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35 Hollander, op. cit., 1981, p. 160.
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Returing to Freud: Psychoanalysis in the School of Lacan (New Haven: Yale University
Press, 1980), pp. 94-113.

% Brenda J. Marshall, “Edward Hopper and the Death Drive,” in “The Lacanian Body:
Studies of the Unconscious in Painting and Aesthetics,” Ph.D. diss. (Melbourne:
University of Melbourne, 1990), p.134-136.
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37 J. A. Ward, American Silences: The Realism of James Agee, Walker Evans, and Edward
Hopper (Baton Rouge: Louissiana State University Press, 1985), p. 169.
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30 Nochlin, op. cit., 1981, p. 136.

#! Nochlin, Realism (New York: Penguin Books, 1971) p. 13.

32 Levin, op. cit., 1980, p. 5: “...he synthesis his observations to create, via the
imagination, more than representation of reality.”

* Goodrich, “Six who Knew Edward Hopper,” Art Journal, vol. 41 (Summer 1981), p.
125: “His Realism was never merely the representation of appearance; it was the
transformation of the forms of the real world into the forms of art.’

384 s #\[ ? ;FF( ( George Segal ) IE[r& T F'L Py Al F[mgk %F[;‘ [[ﬁﬁfgﬂa?! [J%ﬁ[ﬁ o
John {delke ‘Hopper’s Polluted Silence,” New York Review of Books, vol 10 (August
1995), p. 21: “What I like about Hopper is how far poetically he went, away from the
real world.”
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3 Squirru, op. cit., 1965, p. 15: “...art should never be reduces to sociology.”
36 Updike, op. cit., 1995, p. 21.
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