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AN EXAMINATION OF THE APPROACH TO THE OBJECT AND ITS SURFACE: 

( . 

' . 
Americas Abe:t,r ot Exprees1on1em 1n the Mid-twentieth 

Century and Trompe-1 'o 11 in. the Late Nineteenth and 

Early Twentieth Centuries. 

Thes1e 1:reoted by Instructor Don Weygandt. 

An examination ot th& approach to the object and. its 

eurtaoe uses ae examples two form ot art which 1n eurface 

ppeara.noe are the antithesis or one another, Abstract 

Expressionism and Tr<nnpe-l 1oe1l. Abstt-aot Exprese1on1sm is 

a contemporary art movement, ·lJ. v1rile movement, Which is 

little understood by the general public. 'l'rompe ... 1•oe1l is 

e.n art torm which bas alway appealed to the public. The 

nNew ?or.k School" is used a . n example or American Abstract 

Expreet1on1.em and William Harnett 1s ueed as the example 

of Am.erlcan Trom.pe ... 1 •oeil. The d.ifterenoe 1n time between 

the two (e. <l1tterence ot e.pproxime.tely fitty years) 1e 

actually emall when one considers the whole ot art. Since 

Harnett no rtist working with 1rrompe•l 'oe11 he.e contributed 

anything of e1gn1t1oance to this pe.1nt1ng :torm. The roots 

tor Abstract Exprese1on1em lie in Europe 1n the period in 

wh1oh Harnett wae working 1n Europe (J.878 .... 1885). Ooneider­

ing the painting ot the .,New York School" and Harnett., in 

the light ot the concept ot the obJeet and 1te turtaoe, 1s 

a means . of re .. exam1n1ng by eompariaon and contrast some ot 

the b sic principles ot painting and the supert1o1al d1f­

terencee 1n these two forms ot painting. By using two forms 



ot art vhich 1n appearance are very ditte~nt 1 t hae been 

possible to void eerie.in e1m1lar1t1ea which 1n an tonae 

more cloe ly related haY• be n taken e abaolutea. the 

danger ot the 11aoa4eay." Also it ha• been Po•e1bl• to take 

a point ot Ylew towt.M theee art ton:ae Which la new 1n 1ta 

approach. 

fhie ab• tract ot &bout, 2. f"tJ vord• 1• approved •• to tonn 
an4 content. I reco ... na 1ta pu l1oatlon, 
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AN EXAMINATION OF THE APPROACH TO 

THE OBJECT AND I~S SURFACE: 

Amer1cat Abstract Expressionism in the 

Mid-twentieth Century and Trom.pe-l'oe1l in the 

Late Nineteenth and Early Twentieth Centuries 

!n the art ot today painting le placed by the average 

person in generally one ot two oategorles; the abstract or 

realistic. In popul.ar ueage realistic art is that art in 

which the eubjeet ot th• painting and the obJ,ecta w1th1n the 

pa1nt1ng are easily 1dent1t1ed with natural obJeeta. Into 

the category ot abstract. ia put. all art in wb1oh the subJect 

and objects cannot be •aa11y 1dent1.t1ed, The point at 

which a painting is called abstract or :rea11st1c 1s con­

stantly in nux and varies trom pereon to person, depend• 

1ng on the person'• 1mag1nat1on and .knowledge ot art. for 

the purposes ot et,udy the d1st1nction between abstract and 

realistic, though relative, 1s made, At the extremes or 

the polarity or abatraot and rea,.listic art at'9 abstract 

expressionism and trompe-l'oe1l. Abstr$ct express1on1em 1e 

a term applied to contemporary art which makes use of 

abstract torma to express sen&ations or teeling or emotion. 

Trompe-l 1oe1l 11 e Freneh tet"m applied to the visual arte 

Vhich by a depiction moving ~7Qnd the pb.otograph1e dis­

plays objects aa natural1stically as poaaible. Th• term 
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literally tl'leana "to tool the •7••" While the camera re­

cords exactly 1n two-d1mene1ons on a two-dimene1onal aur­

tace vb.at it eeea trom a single point ot view with a eingle 

tocue t.be pa1nt.r 1n tl'Ollpfil 1oe1l le t 11berty to ch&!lge 

hta ·obJecte, hia point ot Ylew, an4 vaey the tocue upon the 

obJect• ash• Willa usually gettJ.ng a much lars-r area in 

•Jlan tocu.e than can be ach1:eve4 'Id tb the oamer-a. ·ne 
painter can enhance the t&ns1b11lty ot h1a obJeo\8 1 helgbt­

en.ing the color•• br1nslng out the ttu-ee-d1•ns1onal qua.Ut, 

of an obJ•ct ltlON clear~ ~ugh h1a ue♦ ot l.~t ant! 

shade {Vhich he has mol'9 oont!'()l over tban doe• the pbctog­

rapber) , using bu11 t-µ.p aui-taee .text~• ( the photograph 1e 

amooth or ot even aurface texture), an4 an-ang~ and 

changing the e1••e• sbapea, and/or plao1~ or obJecta, ,:the 

verage pereon doee not underetand bow two torma of paint­

S.ns, abstract e~ ee1on1em and trompe-1•oe11. «,an ap~ar 
I 

visually ao d1tl rent and both be eone1d•N4 '*art." ' In 

th1• paper ei.aaples &N ken ot these two cawgor1••• ab• 

etr ot expreaa1on1am and trodl)e•l'oe11, 1n Aroer1ca and by a 

di ou 1on ot th• approach t.o the obJeot $11.d 1 ta aurtaoe 

point out the a1a1lar1t1ea and 41fterencea betwe•n the two. 

For the abat.raat, express1on1eta ln America, I am 

WlitJ,g the "&tv York School." .. New X'ol'lt School" 1a a loo•• 

1abel given to a 45.nctlon of abttt.N.ot p&1nt~ whlch 1-gan 

1n New l:ork City du:r1~ World Var II and. Nce1nd wide pub-

11e1ty tolloWing the war. SOlle of th ~iets who ha.ff 

been included 1n th1e gi"0\1P ares bert Motherwell, 
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Jackson Follock , Arsh1le Gorky, Adolph Gottlieb, William 

Baziotes , James Brook, Ad Reinhardt, William de Koon1ng, 

Hane Hottman, and Jimmy Ernst, All of these men, w1 th the 

exception of Gorky, 1 took part 1n the "Artist's Sessions at 

Stud1o 35" 1n 1950 as recorded by Motherwell in Modern 

Art1 ts in &Per1ca. 2 Thie was one or the acts on their 

part which ha caused them to be labeled as a "school ... 

Other acts were the original fona1ng ot trstud.1o 35" by 

otherwell 1n 1945; the :f'orming ot the "Club' 1n 1949: 

and the 9th Street Show in 1951, In the discussion of the 

"N w York Schooltt paintings 1n this paper I am not con­

cerned with the subject and meaning of the paintings but 

with the pa1nt1nge obJecte. 

Trompe..:1 'oe1l 1n Amer1 cs. is exemplified by 1111am 

H rnett, one of a group of painters active 1n the period or 

1870 to 1900 which h ve been called the "J?h1lad.elph1a School 

of St1ll-11te."3 .Some or the other painters placed 1n th1e 

group are: Frederick Feto , John Haberle; J. D. Chalfant, 

George w. Platt, Rich rd Lab rre Goodwin, John F . Francie, 

George Cope , and Alexan~er Pope. Not all the members ot 

this group were interested like. Harnett 1n the trompe-l'oell. 

l. 
2. 

Gorky died 1n 194. 
Motherwell, Robert (Ed.). Modem, Artiet@ 1n America, 
li2.,. l,., Wittenborn, Schultz, Inc., New York, 1947. 
Richarcleon, E. P., fa1nt1n~ !!! America, Thomas Y. 
Crowall Co., New York, 195, p. 321. 
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om of them 11 e Frederick Peto moved out or trompe-l'oe11 

ihto a more tmoapher1c nandling ot 11 t producin a 

b1ghly re 11et1c art but not work ot trompe-1 1oe11. 

Among those interested 1n tromp -1•oe1l Harnett was out­

stand1 • He tta1ned an art1 tic expression that was 

lack1 1n th paintings ot many ot the other members ot 

th group through the uae or a ekilltul techn1c applied to 

trompe ... 1•oe11. 

H1etor1oally trompe-l 'oe1l is. an ancient art. The be­

g1nn1nge ot optical 1llue1on can be attributed to the 

Greeks 1r acoounte re true concern! Zeuxie' painting ot 

gr pee which appeared so real that the b1rde tlew down to 

eek at them. The w1deat ue ot tromp -1'oe11 hae been 1te 

ue 1n Roman, Rena1aeanoe, and Baroque architecture to make 

a 11 room appear larger or a large room appear even more 

huge by penetr ting the wall thro h th use ot 111ue1on1s­

t1c pa1nt.1rig . The aroh1teotural 1llue1on was a "functional 

dee pt1on." In Roman wall pa1nt1nge in the House ot tne 

Gl diators at Pompe111 and auch Rena1eaance pa1nt1nga ae 

Botticelli' "Saint Auguet1ne"2 and Petrus Chr1stue • ''The 

Nat1v1ty"3 still-lite objects •ere used as trompe-l'oe11 

to give the p 1nt1 a greater illusion or r al1ty. The 

t111-11f'e or "nature morte" is more adaptable to trompe-

11oe11 becaue ot 1te static or etopped-aotion quality. 

Cler1c1, Fabrizio• "The Grand I1lua1on," Art li!D Annual 
Vol. III., o. 11• 1954• P• 127. 
~ •• p. 154-155. 
~., p. 138. 
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While a figure does not lend itself toe. real1st1c illusion 

when the action 1s stopped as it 1e in painting. Caravaggio 

1n Italy an~ Zurbaran in _ pain were two of the first 

artists to de~ote attention to the st111-11fe ae a subject 

1ndependent of the tigure and attain the t1rat complete 

trompe-l'oe11 paintings. Their followers, the Dutch et1ll-

11fe paintere in the seventeenth oentury1 and 1n America 

Raphaelle Peale2 1n the early l800's directly 1nfiuenced 

-Harnett in his et1ll-l1te and trompe-i'oeil painting. 

Harnett*s p•1nt1nga tall into two ~asic types; st111-

i1te on a table and st111-l1fe on a wall. 

In the painting 11Mus1c and L1terature"3 (see figure l) 

Harnett has placed upon a table a pyramid of booke: two 

nutes; two sheets ot music, one rolled and one llllrolled; 

an open book with marker; a candlestick with candle; and an 

inkwell with a quill pen 1n 1t. Harnett did not take an 

accidental group ot obJects tor hie atlll•llte. Each ob­

Ject wae conecioualy eelected tor it• shape, color, and 

texture wi:th a caretul oons1derat1on or h~w thie obJect was 

going to work within the compoa1t1on aa a lfhole. The table 

in "Music and Literature" 1s placed so that 1t ia parallel to 

the surface ot the painting and to the wall behind 1 t. A 

1. Some ot these were Van Huledonek, Bosschaert, Van 
Huysum, and Claesz. 

2. ''St111-11f'e" by Raphaelle Peale• Frankenstein, Altrea. 
After lb!, Hunt, 'Un1vera1 ty ot Calif'ornia Press, Berkeley 
and Los Angele , 195'.5, plate 22 and "After the Bath" by 
Peale, Richardson, 212, • .Qll., p. 191. 

3. Frankeneteln, Q.2. C1 t., Plate 37. 
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diamond is tormed by the pyramid of books and the unrolled 

sheet of music placed diagonally over the edge ot the table 

to form a reverse triangle and complete the diamond. The 

pyramid of booke 1a three~dimens1onal versus the two­

dimensional diamond torm into which it works. Though there 

is a use ot three-dimensional torms Harnett does not etreee 

deep space nor do his forms penetrate the background wall. 

The pages ot the open book at the base of the pyramid or 

booke are tanned out accenting the diagonals of the pictorial 

compoa1t1on tormed by the two flutes at lett and the rolled 

mua1c and quill pen at right. There are diagonals aleo in 

the angling or the books in tne pyramid besides the di­

agonals formed by the edge of the central diamond shape. 

The diagonal movements or the composition are stabilized, 

contrasted to, and played against the etrons horizontal ot 

the tront and back edges ot the table and the vertical of · 

the candlestick. These horizontals and mngle maJor 

vertical are strengthened with smaller horizontal and 

vertical movements in the placement and arrangement of the 

books. The whole 1e so carefully composed that even the 

unfolding ot the bottom corner ot the unrolled eheet ot 

music would destroy the feeling or complete r1 tnees and 

balance in the composition. Besides the contrast or hor1-

zontale, verticals, and d.1ago.nals there is contrast ot 

textures; the crispness ot a piece of paper to the limp 

satin bookmark, the polished metal of the candleet1ck to 

the rough crockery of the ink well, the contrast ot ivory 
• 
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b1nocul r phenomena underlying the use or shallow space are 

explained in the theories ot binocular accommodation and 

binocular parallax. In binocular accommodation the eyes 
,.. 

adJu t tor the depth 1n actuality. In observ1n a painting 

the eyes focus only on a single plane, that ot the picture 

surf ce. Any depth, which is achieved• ls achieved through 

psychological aseoc1at1one. By making the suggeet.ed depth 

of a picture shallow the changee necesaar.y for the eye are 

slight an the 1llus1on or reality is heightened. In 

binocular parall x the relationship of objects is constantly 

changl as one moves from side to side toward or away from 

the object. In a painting t.b.e relationship or obJecte t.o 

one another is r1xed. It the depth is reduced to that ot a 

shallow plane binocular parallax 1 reduced and the 1llue1on 

or reality 1s heightened. Barnett's most deceptive paintings 

re those in which the picture plane lies as close as 

possibl to the picture surface, as 1n "Sh1nplaster.ul In 

this p inting the depth or the picture is only the thick­

ness ot a el le piece or paper money. In "Arter the Hunt" 

and Music and L1terat.ure" the space, although deeper, 1s 

t.he most shallow amount poas1ble 1n which to colllJ)ose the 

objects. Int.his way Harnett also set a limit on hls 

:foreground. 

In the wall painting Hamett obY1ously stops the eye 

rrom going back into space by setting up a solid baokground 

1. Ibid.• plate 38. 
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wall • . Two dev1cee tor ■topping the •1• are ueed -bJ Harnett 

1n· h1a :table top et111"11tea. In •A 8tud7 Table"1 Hamett 

baa uaed a l •• part ot th• background. The rest of th• 

b&c!tground 1a • 1-sr-•n atiloapherto plane, the oon•en• 

t1on&l elgn tor empty epa •• which while euggeat~ •P•~•• 
ie 1ft aetualit7 a tlat plan• atOJ)plng t.hii ere•• ettectu­

all7 aa the wall. Itta t.able t.op p•1nt.1ng Hamett always 

placed th• table pal'&lle1 \o the plot\U'e plane,. It he 

place4 the table 41agona1l7 to the p1ot~ plane the eye 

woul.4 M 1•4 into ~ lot-ure apaoe. !Ten When Hamett . 

uae4 & 41agonal. aaoT••nt euch ae 1ti the ,mrolle4 •heet ot . 

•uaic 1n K\1810 an4 Llura we" (eN t1gun 1) 1t waa plaoed 

o-r bent ao that t,be ••••nt 1• not a 41 onal tnto epaoe 

but a dlq nal ~•l to the pictUNt aurtaoe. Hamett 

oon1'1n Met ot the aoveMnt to th• p1ctU1"8 plane. He 

neYer al'lo•d • _,.....,nt to lead the •1• back ot th11 plane 

tbough he wou.14 ott.n '1•• a 41agonal. lea41ng eut fJ'om the 

picture plane. · Barnet built out. ot the picture plMe, not 

into 1t. Aleo Hu-nett u4• a clear 4S.at1iiot1on between an 

obJ•ot an4 1w baokgJ'ound. It 1a alwa7a clear to the ob­

""-•r- that the•• obJeo1.e have been applied to the wallJ 

t.hwa Hamett aa1nw.lne4 the 801141\7 of hi• wall. 

B7 hi• uae ot a ■hallow plan• an4 bu1la~ out h'oa the 
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apao• 'With the 111as1-r1 p1ctur•· apace; thue tbe apac• ot . 

the J.>1cturs MO&ille •• "Nial• .as the epace ot . t,hc,. room.. . •\ 

I have ilNuru,7 •t:re•••4 \hat Marnett was 1ntert:J•te4 

in percei"1'ed ob~ect• and theii; eptoi,ttc contre.ating kX•·. 

turea. He forces one lrtt.o a greater e-.nan••• t>'r ~ tex~ . .. 
:tu.res · and onat•• • .aN•tAr lllu11on ot rea11t1 b, ue• .of. 

oontrait1ng tiuctuite. Hanuttt•• 1ntttN1t 1n i.xture is beat 

ahown ti the Jl1o:roacop1o dete.U ~t. wnt into ht or4er- to. , 

reproduce ns.t.ural ,._xt.ure. In 1>td.ntlq• · whieb a.m.tt . 
1e;ne4 ae it the I lgna ture WN o~d 1n wood 60ttttn one •• 

oa.n ••• in them bow,tbe .po1i,:t of 1f.h• *1tnif'et dug a itttJ.tJ 

deeper•• 1t tu:m.e4 • oorMl"t and bow. ooca.e!.onall7, . the 

'kl\lt'e t 1llp~d out. ot it• 1nWJid.t,d groove. ttl An •XNlPl.Ei 

ot \he !IIJ.)Ot't&no• <>f textUN o••r NrPlioe. ot ~ ob jee\ le , 

ceen 1n h.!a bind11ng ot newapa~r. print. . Hamett., , ae la'r 

ae la knowr'l, ne••r repro4'11l•d.newapapeJ' print eQ it, ocµla. be 

read ~ut mad• 1t bf ue1ns a aer~•• ot blaok ver\1oala thJo;e;b 

wh1ob. he 1on.tebed. lti\h the •na ot hl• ?;>rush ban:dle" fh• 
reeultlng t•~tun :read• to the •1• u \n,e ye\ the ac\ual 

letter• OI' wor4a1011JU10t b• 41aoerned,. .st~ly et10• 

Harnett'• text.UN appeare ao"e Nal t:tum the .•xaot. replica 

uaed bl other tro.mp.,..1 •oe1l palnt.en. on..n ff-.rn•tt. ua•4 

the 4ev1oe ot· bu1Ul1ng, up the 1-rt.u:Nr otan obJeo\ with h1t 

patnt.; that le•· , Uklng a ne.1.1 htaA abtu,al.ly etenc.\ out ti,o• 

the aurtace o t tbit' oanva• by building up the layei-1 . ot ,. 
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pigDSent and glaze.;. Aleo wheN \he tex.tUN ls Nugb. 1 he 

N,produce4 \he act.ual · tac\ile eurtaee Witb the paint. :,o tt 

lf'Ould teel to touch ·•• to eye~ 1'he use ot bu1141ng the 

tAxture up trom · tih• eui-taee 1• al.ao a .de'\t'io• to retain the 

shallown••• ot tb• piotUN depth b7 buildblg out ot t.he 

picture plene re.th.er t.har1 bullc!ing baok 1n\oth& plct\N 

plme. fhi• buil.d4,g up of paint togetber w1.th the careful 

shading e.n4 placlng ot eha&>w• (ao t.he.t on• te•l• he co-ul.4 

aeae'Uf'e enet.l:, where the obJects aw ln r-elat.1on;9h1p to 

one anoth•r on the aurt,u,• an4 1n. ei,ac•) ie p:robabl7 what 

has ude the pe.1n.t1ne; . ••tter. :th• aua.1,-.aJ {lnt• tlgure t) a<> 

e~cceaatu.1 •• tl'-oill>t•1 'o•1l.- .. At, theod,or• , Stewart•- ,,.,. 

U'Ul'&.tJ.t 1n New .York• , ttA:tttr tb• Hunt; "2 wu 41aplay:e-4 •1th 

s:r,eolal 11sht,1ng• .'W'h1eh1 hll1ng aeNAI the 1u,;-tac• of 1 

\he paints.~. ••4• the eurtace te:tttui-ea caat' ahadon whioh 

1"t'Ni in~1•t1J1Suiah&ble troll the p•,lnt.4 •he.4ovs. 't'hAt er­
teat was ao pertect that cust.o•" woul4 pl•oe bete at to · 

whether 1 t vae a pa1nt.tng •OJ' ,-eal obJeota nailed upon the· 

wall, Non• ot the v1ewre, hOY•fft-; •-.••ti. ·to notice that 

the ntattlin ep1ke, eeeent,ial to the oollJ)Osit1cn1 waa t'loat ... 

1:05 1n 1114 ... alr ( eee t1SUNt ~). The ad.di t1on ot a auppo;-\, 

would baT• tleetroyed Sarnet\1'e oompotlt1on b7 apo111ng th• 

simplicity and balance within the pailt.tlns. Ha!'lnett tilled 

l. Btl4. ,. tront1sp1•c• • . . . .. . 
·2._ Now 1n 'the Mildred AM.a W1l.11ams Oollect1on; Oalitomla 

Palace of the Legion ot Reno~, San FN.no1sco, 
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every area ot the picture surtace W1 th texture; yet h1a 

pa1nt1nge ~ not over-textured._ It one were to x-emo•• one 

small textured area such •• rue t 1pot trom a painting 1 t 

would be aa deetructive to the coapoa1Uon aa the removal 

ot a neceaeary diagonal. Thia 1e one ot the mean• Harnett 

u..a tor eaphaa1z1ng bot.h PQ&1t1'N and negati'f'e apace. · 

Th••• t.extUNa are not always rough. Harnett contraeted 

amooth texture■ auoh aa P')liabed metal to ro~ textures 

1uch aa crockery. 

Harnett'• aeleot1on ot color ne aa exaet ae hie 

selection of textUNt. H1a pa1nt111,8 are oompoaed through 

color and texture ae well•• •haP••• The color• he uaed 

were the natUN-1 color• ot the obJeot.e_. However, he would 

ottAn heig)?.ten the color ct an obJeot in order to torce the 

•1• to ••• eometbl more "real." Sy ua1ns the natural 

color ot an obJeet 1t 1a n•c••••~ tor Harnett to eoneider 

1n h11 selection ot obJeete tho•• obJeota whoa• oolor would 

produce a color un1i1 t.brougbout the paint!~. 

In oompoa1ng hie pa1nt1M• Ha~tt paid oloae att.en­

:tion w the•~~ ot th• object• he uaed. and to \he negative 

apaoe around th••• He wae 1n'\ereate4 1n the abet.not ahape 

ot an object and composed the obJeota conac1oue of the tvo­

dimenaional aurtace ot the painting. It one takee a 

Hamett and reduce• all the obJeota to the1r abstract torme 

one bae a perfect Ana1Jt1cal Cubist compoe!t1on (eee 



t1guree land 2). From Hamett'• eket.chee tor "The Old 

Cupboard Door"1 it. 1e aeen how Harnett. haa selected bl• 

tor their abatraet lhapee while at the 1ame time 

jott down notee ot their color and t xtures all theae 

be1 ot equal importanc• to hla compoe 1 tlon. Though 

rnett • e pain.tinge haft had no 1ntluenoe on twentieth 

century abat:ract painting 1t. 1a 1nureat1ng to note that a• 

well ae redating the Oub1■t ooapoe1t1on Harn,tt ln h1a 

p•1nting "The Art1at'e Card Rack"2 produce• the grid com• 

poa1t1on or ndrla11 through the uae ot c1otb etr1p1 

placed 1n an batra.ct pattern on an.at au.rtace, RowTer, 

Harnett use hie cloth etr1 •• a eu.ppc,rt tor other ob­

Jeeta and•• a mean■ of un1t1ng th••• objects. Mondrian'• 

14 1a the painting 1teelt, while Harnett'• grid 1s a 

conrpo•1t1onal eana • . 

B7 looking at Harnett• painting• one tinde that the 

1dea of the object waa \he natural object ,nc! the surface 

v the natural aurtace of the obJect •• depleted 1n 

paint. 'l'he aurtace ot th pa1nt1ng and the eurtace ot the 

obJect a:re one and the eame, In the ,.New York School" the 

11 ac of the painting and the aurtace ot the obJect are 

aleo oh$ and. the aaae, but am tlie S.4ea of the obJ•ct 1s 



14 

d.iff'erent trom Harnett'• 1c!ea ot the object eo the aurtace 

becomes ditterent in order to be cona1atent with the obJect_. 

The painting• ot the American Abstract EXpreae1on1ste 

1n the "Nev York School 0 are exeapl1t1ed b7 Motherwell'• 

"Th• Po•t•"l Gorky'• "Th• aetdtothal II,"2 and Jackaon 

Pollock'• flNuaber 5 (1950)."' 

Motherwell'• "Th• Poet" 11 painting and collage com­

b1Md. He hae taken piece, or butcher paper painted 

rusty or,nge and paated them upon the oanyae with the 

ec!gee ove?lapping but still Y111ble. In aoM are••• auch a• 

the oentral area. the •48•• are accented by a rlm of black 

paint. In place• he baa he1glitened the OJ'&DS• color 'With 

t.he adc.'!1t1on ot a brighter orange paint. In~• upper l tt 

col"ller tberwelil ti.f.• placed a light blue-sr-•n area. The 

bliae-green 1e al10 1n the ••rtical and horizontal accent• in 

the center ot the eanna and 1n the vertical bruah atroke 

extending almoat the length ot the right a1de of \he paint­

~. Behind th11 ••rt1cal 1a a brown paper reot,a,.ngle with 

irregular e4g••• Th• blu.-~•n vert.loal 1• balanced on 

t.b.e left with a white rectangle trom th• lett edge ot which 

baa been out a •••1c1rcle. The rect111near quality ot t.h1a 

ahape 1e accented by a brown rectangle w1 thin the wh1 \e 

rectangle. Along the central ver:tioal axi■ ot the painting 

Beae, Thomae B., Abetno~ ft1nttps~ Viking Pre••• Nev 
York, 1951, plate G. 
llilli.•, plate A. 
1£li•• pla~ o. 
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Tb.6 . larget- f>vt.l 1a . . . 

almoirt r-eat1ng upon the lover edge or the eanvaa. !be 

smaller oval nste diNctly above the large,- one and 1e 

oonn•ote4 to 1t by a aeries ot dark ·11nee. Shoot.1ng' u,pwar4. 

and to the lett o t the amal.1 o..-al are two 1bapea like 

burstlns ray:s in dark brown and dull blue-green. 

Motherwll 1e 0 The Poetu 1• a c•ref'ul eomposltlon ba11ed 'on 

ciroular fln4 rect.11:ln.ear «lha.P••• In. t.h• ooapoa1t1on on• 

sense a the tore•• between t.he element.a. ·The ad41 t1on or 

a.ubtract1on -or -one aingle element, would de.st.re:, the right• 

neee ot th• Oo11Poel tion. .In hie color •cheu he ha• u.ae4 

e1mple oomplement.ar7 color•, blm and orange., with aubtle 

var1at.1one. Mia texture is alao 1ubtl•• but an ltttereet 1n 

texture 1• detlni tel1 tel t 1n bl• uae ot •moo\b paper• 

sharp edgee, tom •t!s••• bru.abe4 paint, and paint which has 

b•en acratcbed thro\J8h. 

Gorky'•· painting "The ~tro-t.h•l ?I" 1• like Moth,n•wen•e 

collage tn that it 1• a ccmpoa1tlon ot reotlllu•ar and 

c1rcUlar ab.apes .. Howe•er, Oot'ltY'• sbapee hav• 1-•n hr1ved 

troa human organ.a and tloral for,a• aueh as t.be 1tuen and 

pll'\11. Gorky•e background tor th:eee ab.ape.a 1s an ochre 

paint brushed over a dark eurtace oNtatlns a patnt.d tex .... 

. ture upon Whieb and trom. which the shape• emerge. Gorky'• 

t,hapee. are ott,en acoent•d by the uae of a black 1U1e worked 

arouna tht e4ge1 an.a 1nto the ahapee bringing out torm,, 

111. \h1n these shape a. ln the center an.d. to the lett 1a a 

large ahape, de:r1ve4 t:rom aniaal ro,,.. ot l1ght ochre into 
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which has been worked. smaller organic shapes ot pu:x-ple, 

blue, and red" Above theee two maJor ehapes hover smaller 

organic shapes ot white, li~t och:Nt,. blue, yellow, and 

black in a horizontal band. Gorky'• compoa1t1on 1a more 

organ1c than Motherwe11•a; that is, <Jortq•e pa1nt1~e are 

organized 1n a natural patt.ern ue1ng oun•• and 1rregu­

lar1t1••• being based on growth. Motherwell'• organization 

1• olaaa1cal relying more on a geoaetr1c a~ement. 

Jackson Pol1ock*a .. NUDSber 5 (1950)" 11 a typical 

example ot hie drip pa1nt1nge. "NUlllber 5" 1s a maee ot 

awirl1ng black paint lnto vh1oh has 'been worked, b7 drip­

ping and •patter1ng, yellow and white irregular curving 

shapes. From beneath the av1rla er black, yellow, and 

white, and intenoYtn with it; are 11U.ller •n•• ot dull 

sr-ena, grey:e, dull p1nlt1, and tan•• CompoaS.tionallJ the 

·palntixlg ie h•ld together b7 a tw-1dwork o't 1nterveav1ng 

curves and layera ot thick paint.. Pollock*• tenure itlter• 

eat. 1& obv1oua17 an 1ntereat 1n pa1nt aa it '1r1pa or 1• 

tlung tr-om a at1ck or brush. H• baa allowed 1t :t.o become 

••r1. thick in aoae places b7 bU1ld1n.g it up la7er on layer 

and 1n other placee he has 1ett the paint in a single thin 

lt,,yer. 

The "Bew York School"•• an art ao..-ement began during 

the latter part ot World War II ant! 1ae41ately tolloving 

the :war. It reached 1t height around 1950 with the 
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'Artist's Sessions irt Studio ~5nl published as a manifesto. 

His torically the "New York School" is a development borrow-

1 from all the modern art movements since the Impression­

ists. Its composition is based on the d1scov&r1ea or the 

Cubists and Mondrian; its color is that of the Post 

Impressionists nd the Fauves; and its expression that ot 

the German Expres ionists. Its forms owe much to all the 

preceding movement and to such men interested in abstract 

rorms as a means ot expression. as Kandinsky, the Construc­

tivists, the Pur1ets, the Dadaists, and the Cubists. Its 

theories have been based on the theories or the Surrealists. 

To this the "New York School" added its own individuality 

and l) r on l ities to create an art form, historically sound, 

yet different from all the preceding forms. 

The "Ne York School" is interested in the created 

object and its . ur:tace. The object is the painting as a 

whole. Since th object 1s the painting, the surface of 

the painting la emphasized to create a greater sense or 

the p 1nt1ng as a painting. Therefore the purpose or 
the pa1nt1 becomes the actual techn1c or applying paint 

to the pa1nt1 sur:taee with meaning. 

The painters or the "New York School" use a shallow 

sp ce, or an atmospheric .space similar to the space in 

oriental pa1nt1ngs vh1ch gives the sensation or space with• 

out actually breaking the two.d1aens1onal plane o~ the 

1. Motherwell, 22• Q!1. 
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pictui-e. 'l'heJt" pain.tinge an wall-ltke 1n oor:u~•pt aa wll. 

as 1n e1ze. Motherwell'a "wall fainting III 'tt1 1s a e;ood 

example ot \his. In oo:noept the .. Bew York Sohool" pa1ni-

1ngs &Na tlat eurtac• \lpon 1th1ch toi,aa and paint have 

been placed. The1:r foJ"Dl• oft.en merge wt th the wall. ~ the 

whole the pa1n\ere t.n4 to build out trom \he eurtaoe ot 
t.b• pa1nt1ns rather than back 1n.to th.I p1otve plane. Otten 

they use a line whlc,h glves the aeneat1on of wanderlttg in 

and out ot apace., A». equal emphe.eta 1• placed on poa1t.1ve 

and negs:tiT• apace. The pic't,UNt plat>.e has beeome the pie-. 

t\U'e aUJ"taoe. ln t.h•1sa, wa1• the 1mag1.nar1 pie tun ,pace 

1e conn.ecteW iith the actual epaoe ot thet room making the 

apace ot th• pict\U"'e ae 1•real" •• the room spaoe. 

Sino• the ptoture :plane ot the painting 1• the aurtace 

techn1c or th• app11cat1on or pau,.t, their interest 1:n tex• 

\Ul'fl lies 1n th• dtaoo••:rr or the propert1e• ot paint and. 

how beat to eltl)NSS th••• propei-tl•• 'Wit.h mean1ns~ The 

texture 1a a textUN created b7 the art!at~ Jaekeon 

Po1look4e experiments With dripping paint upon a. aurtace aN 

examples ot tbie. The texture 1• that at ~pped paint. 

The cont.rast ln texture com•• through allowing the paint to 

t'•111nelow poola an4 flipping OI" at.retching 1t taut, plut 

the add1:t1on ot aand and other foreign •t\er. 
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The" ev York Sohool" uaea oolor ae expreea1on and alao 

ae it 1e related to their approach to th• object and it,1 

eurtace. The color 1 ■ I.he actual eurtaoe ettect ot oolo; 

a direct red re.tiler than an ataoepherio red: a r-e4 oreatst,. 

by ttie art.lat., not 41ot.at-ed. by the ptrcein4 object. The 

color 1• color tor 1te own aake, •• texture 1a tenure for 

it• own aake, 1n order to retain and emphaeize the paint­

ing a• 'the created obJectt \he •~•1• ~1tl8 on the 

aurtace .teobn.10. 

Th• .torma ot t.he " " York School" are abstract. 

abap••• Thea• ab.ape■ are orea'4t4 by the a.rt.let. They ma1 

tiave been 4er1••4 rrom a peroe1T•d objeot but ban been 

molded into the art.tat•• own created ahapea. No 1hapea 

are a• 1mpor~t a• t.h.e tol'II ot th pa1nt1ng •• a whole. 

All ehapea are auboi-41.nat.id to the idea at the palnting a■ 

obJect. The em.~• aN t.wo~1.•ne1onal ln order to retain 

the tlat aurtao • 

Compoa1t1onal.l7 the" ew York School» painter.a collP()ae 

within a ehil.low plane naver alloflng a movement to pene­

trate or pr.o~ot tar ln\o oP. rroa the picture plane. Yet, 

t.li •• ••••nt.a oreatA a aeneat1on ot aoY••nt in and out 

(a ••n•at1on ot apao• 1n tlux). Th• oompo■1t1on 1• ba .. d 

upon a hor1sont.al. and ••nioal grid tbroUSll Vhloh and ase•net. 

which 11tO'Maent plays. There 1• a c&Ntul aelee\1.on ot 

abapea and oax-etul cona1c!erat1on for the plaoeaent. ct \he 

· ahapea 1n Nl&tlon to one another and to tlMt picture plane. 

Ail equal emphaada 11 plao•4 on all are•• ot the p1:oture plan•. 
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y compa.r1ng ana contraatlrig Harnett 11nd the "New York 

·School .. one aees that both were 1ntireste4 in the obJ•ct and: 

lta aurte.c• • Ham•tt e 1nt.reate ilt the perce1-ve4 ob-· 

Jeot and 1ta eurtace. The " w York School" 1a 1ntereated 

in the created objeot and 1t• eur-taoe, In order, to accent 

tJie perceive obJect Harnett aooente4 \he natural surface 

and •ubord1nated bl• tAcbrue to th• natural portr&.y-il ot 

the aotual aurtaae texture ot th• JMtrOe1T•d object., In · 

order. to accent the create object· tbi New Xork School., 

p•tnteN paint the painting,•• a creat1Te act., by••• 

phf.e11lns the aurtac• ot \b:e object.. For the "New tork 

School,. the teohnic t•· t.ne aotual tecbnic of painting the 

painting aa an obJeot. 

In~ b&ii411ng of apace both Hamett. ana the "l•w 

York Sehool" place •~ha•1• on a shallow apace. Their 

palnt1~• are eoapoeed w1\hin the tram.evorlt ot a grid, 

They 'bo~ are l)lt.ereeted in eurtaoe Mtxt.ure and color, and 

place empb.U1• upon the 1n41T14uel ehape• witbin the paint­

ing. Harnett plac•• • ual •11Pba•1• tiapon eac,h ahape wile 

t.he New l'orlt Sohool" eubordinatea all aha»•• to the fora 

of the painting•• a whole Hamett. and the "Nev York 

School" are 1ntereated in \he incidental and capitalise 

iq,on it. Harnett 1s 1nt.enati4 1n the eoratc:h in wood or 

the ruat on a nail. The ttiiew York Sohool • 1• 1ntereat.ed 1n 

the drip ot paint or the •orat()h ot a brueh baru!le. In 

•their coJllJ)oa1t1on they both &N working with 1urtace tex­

ture, nat aluLpe•• ant! oolor within a aballov plane. 'l'he1 
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work ou'ti from the p1·oture plane rather- thtn back into tt. 

Their space ts 0011.t!n•d• ·fbey are · 1tttEtl"eeted ln reta1n1llt 

~• tl.atnees or the wall, Wb.11• i.he ahapee ot the *'Ntnr · 

l'.ork School.. pa1tJ.'I~• o:tt.c ••:r.ge 1t1 tn th• wall ♦ Ra'Fr.lett 

-.lwe.ya ketpe h1• ahe.Pts tree troia the wall ina1nta1n1ng the 

differctnoe between the wall ai1A the object$ e.n4 uwa1s 
•king cle&r t.o the obaeJTer whei-e an obJect 1t 1n spaoe 

tn ·relatton to the -•all. Both place eq,ua1 empbae1~ on 

nesat:J.ve end poait:lve space in tb• eoapo11t1on. 

An 1nte.Nat1ne parallel · bet-w••n n.e.net,t -.nd the ''Bew 

York School" 1e tound Jn '11• oollq• • Hamett. t1nt!a • 

object b•~ut1tul 1n tt&elt and t~entlatet it ln pa.in\ upon 

the canYae. · 'J.'he "Nev .Xork. School painter ·UJdng a ,tollas• 

ta.kea t.be actual obJec,t, t1nd p•stee it a1.n;otly upon the 

palnt!ns raurf'aoa. »1 plaolne; • •beet ot s1.aes o-..i- a "I•" 

York Sehool." collage one a.ohl•ns the ruune etreoi •• toun.4 

in a wall pain'\!ng b7 Hamett euch •• hie "Sb.tnplaet.er.•1 

Mo•l.ne out11de ot t.he ,,.N,w l'or-k Sohool ., and •NJlet-1oan patnt­

tns, the collagee of Kurt, Schw1 tten. _ eueh a.a 11"abb1•h 

P1oture"2 onl:, dttte~ t'Nm b.~et.t•a wall patnttnge ·tn that 

he plao•l. the actual obJ•ot <>n t.he ,n1rtece 'While Hame\t 

J>1ilnt&d 1 t cm' the •~tace. 

All(>~er oonon lnteree\ between Bal"Xl•tt and. th• .,N•• 

·:rork School" 1• in . the wall ~in\ing • a result of · th•ir 

I ' 



interest 1n shallow space. The "New l'O.rk School" baa plaeed 

emphaeis on the wall painting over the Jaeel painting, 

There el"e two te.otor, . which in contempors.:r;r thought dls• 

tingu1ah th• \flllll painting b"om the easel ~a.iZ1tirJ.g., !'he.ee 

are• the lat-ge site ot thtt canvas &nd. th• tre~t•nt ot_ 

tha paint1116 as a flat plane oi- wall upon 'Wbic,h tot'Jle have 

been pl.ac•c!' (a bulld1ng out h-om th• picture p1ue)" 'fh• 

easel paint.ins is relat1vel1 emall. 1rt etze and lte ooncept, 

1• tbllt. ot a vtndow ( a · bu.1ld1ng back into epa.O♦) ., In the 

pa1n·t1ng1:1 o~ tbe ~ew York Sohool" the ~-'-•• 1e obf1ous11 

'that <>f a wall pa.!.ntins ari4 the concept that of the wall .4 

In the ,1all painting \he specta't4r tud.ste td thin the s•• 

:plan•,,.. th• paint~, eeeil'.l6 the val.l ae an obJeot♦ "Br 
cormeoting the 1pace ot th• p1otu.re w1 th the ·apace ot the 

room in which the p1t:ture hanga, the space ot the pict.\U"e 

le as •real' au \he apace ot the ~oo••the two tlow , 

together."1 tn th• eae•1 painting the ep11ot.ator 1s •x­

oiu.a.ed t~m the paht.tirlg_ Th• •P4tCt.&tor $?\d tbe pe.1nt,1ng 

acre not in · the ••• plan•• . Part ot the toncept of tram.ins 
o'I' oontemporar,- paltltings 1e conc•u•ne4 ,rl \b the 1nclud1ng 

.of the speote..t.or. The small tra.ae on. oont.emporary paint-

1.rtga 1s mor•· a !leans of 4e:tbt1ng th• aNJa rather, than a 

means ot a'l)arat1ng th• epeotato~ n:-om the piot'Ul'e •• 1• 

done bJ a w1<1e and/or ornate mme. The large t:ra• ls 



like, · · wind.ow whlo!i sepa,rat,e~ :the speote;tor from the , Jmae;e 

by ·$; · tt•~sparent wall• 1 Baroque paint1n,s8, both •~ l .and 

ea _&l,., ~r• un!.q:ua 1n histox-;v- 1.n the bra&k1ng of· thl& , , · · 

tt1m.&paren t wall between th• spec ta tor and the image ,i 1n. 

the: e.ttempi to involve t;he apecuto.r. But 1n the bNIJd,ng 

of the picture p1e.n• and deep reoe.a•1on into .epae1t the 

Bat'Oque ·l"t1at pe11etrated th• van. 1411:ch 1n contem.porm, 

eye& 1s a violation ot tbe truth 'to the tus:~r1a.; 'Ulat. .1e 1 a 

!lriolet.1on of the .tl-.tness ot the 'W'e.11 ae •ll. ttie ttrew 

·x-ot-k Sch.001 ·" painte:ra atteapt to 1.nvolve tile spectator 

without the .actual deetr-uct1on ot th• wall ae · •uch. All • 

e1emente euoh tte •pace., textut'e• c;olo.r, and shapea ~ on 

the ,rall an4 are th.Et ••ll,. Hamett s.n his pa1nt1ns•, larg• 

OX' 1mal.1, has ba•tcflil.11 been 1.nte:rested 1n the wall, Jfatlt 

ot hS.• pa1nt.1nga are of llall• · or doer• upon 'flb1cb b.avt b-••n 

hung or placed various obJ•cta. He has tr1ea to dia,olve 

the 4epth ot the can'V'aa by plac1ng e..,bas1a on tbe cbJ•ct• 

as perceived objects. 'l'heretoN the area seen in e. Hamet·t 

patnt11rl6 becomes th.& tut-face •l'fa and not the tmas• seen 

through a. window. · t!e also ex:pf1r1••nted 'W'ith the large can• 

v&;a er •~al $1.ze canvas 1n th• •1-sht by ten root C:tAnVfis of 

"'After· the ffiill% . .. 

li'OJt \he pa1ntln.s cf the -'"B•w York S-ehool tt a-n,d. lia"1etit 

tt can be said, ''The teel.bga ot an ant\ ,a.baolute r1gb.t,... 

:neiui whieh 't,he epeetator sen.ae 4o not com• trom an,7 r-eoog-. 

ni '"1on of the moral. c,$l.1b&r or t14eli t:, to blato,.,.1oaU:, 



ataertainable oondlt1ons but troin the tact, that these tornts 

and tb1s paint are one and the saine1 t:rom •••XT po1nt ot 

-l!tl$W4oul 

In th1e pap•r I 1-Te att,empte4 to point out to the 

reader that tb.ougb. th••• tvo torm• ot paint1ng1 Abatract 

Expreea1on1•• and Trom;pe•1•oell,, &Nin •~•ranee ff7!J 

41tterent t.beN are· tundaaen\al.a conon to bOth to:raa. One 

ot ~ ele119nt• ot art which hae alway• bee_ot great 

1nteN•t 'to atu4ent• of art a.net «u-t. h11to17 haa 'been the 

;;variety of tol"II■ wb1oh paiD\ing oan take Vi thin the 11ml ta 

or 1t.e M4ium. The pnnc1pal conn&¢tb.g link• 'throughout 

h1aton •••• to be tho" ot expreee1on• order', an4 unityJ 

,~d w1th1n t.b,e,ee then 1a 1nt1n1tA w.r1et7. It 1a the unity 

between torm, expree11on. an4 teclmic (\he 14ea of \he 

obJect and lte surface) wh1oh produoea the tee11ng ot 

complete r1ghtneea wlthin a painting. It ie the cbang111g 

at art tlU-Ough '\he 1u.g1nat1on and ln41T14ual1t.7 ot the 

u-t1at vhloh m&k•• pa1nt1:ng •11T•" an4 great art alw.7• 

appear "tr.ah.• 
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