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Abstract

Expressionism, is as diverse as the artists involved, in a very broad sense two main tendencies
may be noted. The first is that of the Action painters, concerned in different ways with the
gesture of the brush and the texture of the paint. It included such major artists as Arshile Gorky,
Jackson Pollock, Willem De Kooning, and Franz Kline. The other group consisted of the Color
Field painters, concerned with the statement of an abstract sign or tranquil image in terms of
a large, unified color shape or area. Here must be included Mark Rothko, Barnett Newman, Ad
Rdinhardt, as well as, to a degree, Adolph Gottlieb, Robert Motherwell, and Clyfford Still.

In this paper, I selected two artists Arshile Gorky and Jackson Pollock independent charac-
teristics and studied the influence of their Action painting on the fabrics of modern fashion.
However, it should be noted it was never the intention of the critic Harold Rosenberg, in coining
this term, to imply that Action painting was a kind of athletic exercise. Nor is it true that the
furious and seemingly haphazard scattering of the paint involved a completely uncontrolled,
intuitive act.

There is no question that, in the paintings of Jackson Pollock, Arshile Gorky and many of the
other Abstract Expressionists, the element of intuition or the accidental plays a large and
deliberate part; this was indeed one of the principal contributions of Abstract Expressionism
which had found its own inspiration in surrealism’s “psychic automaton”. However, nothing
that an experienced and accomplished artist does can be completely accidental.

Aside from their intrinsic quality, the spun-out skeins of poured pigments contributed other
elements that changed the course of modern painting. There was the concept of the all-over

paiting, the painting seemingly without beginning or end, extending to the very limits of the
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canvas and implying an extension even beyond. The feeling of absorption or participation is
heightened by the ambiguity of the picture space. The colors and lines, although never punctur-

ing deep perspective holes in the surface, still create an illusion of continuous movement, a

billowing, a surging back and forth, within a limited depth.
To study the influence of Abstract Expressionism on the fabric of modern fashion, I selected

and examined four fashion magazines: Collezioni published in France, Bazaar in Italy, Gap
in Japan and Vogue in the U.S.a. froim January 1989 to June 1991. As a result of this review I
found that some fabrics used in modern colothing are printed in a dripping, pouring and

splashing style without any meaning or form. Slides included in the presentation show that

modern fabrics which are printed in such a style were influenced by Abstract Expressionism.
The slides also show that these abstract prints are well suited to modern fashion design.
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