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Tj By the end of the 1920s, Hopper’s pictures of houses, landscapes
and city scenes had already acquired an emblematic function, stand-
wz‘{ g for the conditions of human life. A painting done in 1927, The
' \* 4 : City (p. 40), 1s characteristic in this respect. To an extent it is a self-
quotation, alluding to earlier drawings such as the 1921 Night Shad-
ows (p. 31), in which Hopper had used dramatic perspective and diag-
onals to establish an unusual compositional structure that reminds us
of his debt to Edgar Degas. The dramatic impact of Night Shadows
W\'ﬁ& derives from the angle at which we see the nighttime walker, his shad-
ow, and the tree’s shadow. This last is not only outsize; it also inter-
sects the right angle of the street corner almost precisely in the
middle, as if the composition were a geometrical exercise. Central per-
spective is subverted. The tree’s shadow cuts across an almost white
. — a8, area at the left of the picture. It is a dynamic composition, and it
WM abulews)  generates an unmistakable sense of menace, as if the man's walking
§ route (which is taking him into the brightly-lit area) were taking him
beyond a divide and into a danger zone.

_ e~ 2: The Ciry 1s similarly expressive, The facades and streets are similar-
C‘gs«»u\me-"w\\leu "LQ.\(E.-W}‘E— ly geometrical in layout. The path intersects the lawn at left in similar

, U\’:j:j fashion (like the shadow intersecting the pool of light). Apart from a
-
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single striped awning, the windows of the houses are blind and va-
The City, 1927 Night Shadows, 1921 cant. The figures in the street constitute a vestigial human presence.
Oil on canvas, 70 x 94 em Etching, 17.6 <« 208 cm There is little more to be said about them, except that they seem to be

| E?ﬁtvﬁ.f'sé@LfaﬁZ“S?Jéﬁf"“m of A, Tucson, | Collection of Whitney Museum of American )}Qm_!}\;/-t leaning into the wind as they walk. If we look again, we see that they
'  Art, New York, Josephine N. Hopper Bequest Q all appear to be leaning in different directions. Calm as the composi-

70.1048 C.r\ll‘j .-};4 '{wsls-:ﬂn ;aema.as arwha]ei the tranquillity 1s ruffled in an unsetiling way
e y
4 .] D_,&,EJ ¢ SR y _t 18 cunmlls_mcﬂn:s:stﬂn::y.
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Record Book, velume 111, page 13, entry for
painting Rooms for Tourists, September 1945

Ink and pencil on paper, 30.2 x 18.4 cm

Whitney Museum of American An, New York, ¢
Special Collection, The Museum of Modem Arnt

Edvard Munch

Stormy Night, 1893

Stormen

Oil on canvas, 91.5 x 131 cm
Collection, The Museum of Modern Art.
New York

I'wo Puritans adopts the same strategy. Both pictures, unlike House
by the Railroad (where the divide is dictated by chance), conjure up a ’\?@w{‘ 3
sense of deliberate exclusion, The house in Solitude is marked off ;’}ﬂ Se 8 Ff?
from Civilization by the woods it is set in, and in Two Puritans we A \-o%l‘rﬂl
see two houses that are not only divided off by tree-trunks in the fnre- ‘(ﬂ;.-« C
ground but are also separated from each other by chmE With \qﬂ{ﬂ-\,\ Uiedd
ample irony, these verticals function as phallic symbols, and so
counterpoint the implications of the title.
Both paintings introduce a psychologizing and dramatic element to
the demarcation of interiors and exteriors; and the tendency becomes
even more pronounced in Hopper’s 1945 painting Rooms for Tourists
(p. 43). It is an ambivalent, Freudian world in which the things that
comfort us and the things we find unsettling are implicitly shown to
have the same origins. The house defies the night, offering comfort f
and (in every sense) accommodation. The highted rooms and the sign ‘U"L *f“
by the hedge promise security. Nonethaksa Hopper places a questmn NIAR
mark ﬂma comfort and the security, so to speak: there is nobody
(o be seen in the house, and the very light has a mysterious quality, as
if it all derived from a single source that irradiated through the house.
The painting transcends realism. The house perhaps recalls the

-\ n 5 Rooms for Tourisis, 1945
strangely lit-up house in Munch’s Stormy Night (cf. p. 42). It is worth LKE;LLWMLLL- %) iy canvas: T6.8 % 107 e

Yale University Art Gallery, New Haven,
Connecticut, Bequest of Stephen Carlton Clark.

noticing that the house is the only thing in Hopper's painting that is lit

from some (unidentified) source beyond. The two light sources, with- | \'

in and without, meet at the front of the house. The quirky, defamiliar- & | @~ *ﬂr“—
izing effect of the light might be compared with that in René Ma- '”
gritte’s L' Empire des Lumiéres II (p. 90).



