










Andy Warhol Orange Disaster 1963
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In America, as in England, a sense of common 
purpose among Pop artists was most evident 
1962-3,and by this time a consensus was 
already emerging about which artists were the 
major figures. Amongst those working in New
York, Warhol, though still struggling to find a
gallery to represent him, was producing some of 
the most influential art. Traditional assumptions
about the uniqueness and expressive potential 
of art had been questioned in a particularly 
disturbing way in his use of repetition and a 
semi-mechanical method in his Campbellʼs 
Soup Cans and other images of mass-produced 
products in 1962.Through the identification
with consumerism and assembly-line methods 
of production, he implied that this ironing out 
of personality and individual identity was a 
peculiarly modern and American condition 
that he accepted without passing judgment on 
its desirability. His refusal to declare a clear 
position on the matter was symptomatic not so 
much of a mindless and amoral indifference, 
as some of Warholʼs critics have assumed, 
as of his recognition that assembly-line 
production, while dehumanizing, was also 
imbued with a grandeur and an inspiring 
efficiency. Among his last such works to be
painted by hand with the aid of stencils were 
slightly later monumental variants of his soup 
cans, such as Big Torn Campbellʼs Soup Can 
(Vegetable Beef)(1962), in which the labels 
were ripped to reveal to reveal corroded 
metal surfaces in mock-Expressionist angst.
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While continuing to work with similar subjects, 
Warhol found a much simpler and more 
direct way of replicating an image by using 
a photo-mechanical process, that of silk-
screen printing. He applied the process first to
paintings representing rows of a dollar bills or 
two-dollars bills, ordering a screen to be made 
from a hand-drawn facsimile of a bank-note 
(as the laws on counterfeiting forbade their 
photographic reproduction) and then using it 
as a standard of unit to be printed one by one 
on a strict grid system. For Warhol, as for the 
Minimalists and other artists during and after 
this period, the grid itself--- as a pure expression 
of serial repetition that dispensed with relational 
methods of composition—functioned as a sign 
of modernism in the context of abstract and 
representational painting alike. The procedure 
used by Warhol in the dollar-bill painting was 
rich in irony: not only was he literally printing 
money, matching the technique to its subject, he 
was also drawing attention to the status of art 
itself as a mere commodity, ̒ money on the wallsʼ.
The buying and selling of contemporary art, 
and especially of American art, was for the 
first time becoming big business in New York.
Others artists continued to speak of their 
transcendental and spiritual ambitions. Warhol, 
by contrast, blandly but shockingly avowed the 
more worldly monetary transactions that others 
cared about just as passionately but preferred 
not to admit to publicly. What may have seemed 
at the time to be cynicism on Warholʼs part could 
as accurately be described as brutal honesty.
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210 Coca-Cola Bottles, Andy Warhol 1962
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