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PREFACE

This volume on styles* has been compiled by the
students of second year — Design Department® These
papers were developed during the course — FORM

CONTENT APPRECIATION Session 1986-87.

Intention of this study was to understand a variety

of ways i1n which visual representations in the history
of Art have been executed so that shapes and colours,
the tones and use of space lend more ftieaning to the

subjects they are contrived to convey.

The course attempted to develop analytical under-
standing of styles iIn the history of Art and their
major painters and paintings. The emphasis was to
critically appreciate the distinct characteristics
in each style and not to assimilate historical facts

of Art styles.

As the work of students, it is not an exhaustive
study. However, with limited access to references,
an attempt has been made to understand major works
and painters in each style. This would help the
students in future to extend the scope of this study

and make it more comprehensive with years to come.

Mukesh Patel
(Course Co-ordinator)

May, 1987: NAIROBI
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A STUW OF BYZANTINE ART

IntAoduction:

Ore, nemankable thing about human belngA Za theln unge to make, images and
patteAnA. Men wene painting,Acnatching out deAlgnA and canving foguneA tong
befone they dlAcovened kow to gnow cnopA, wnlte, oa build. So ant can handly
be claAAed 06 a Zuxuny. It mu6t AatiAfo a neal pneAAlng ZnneA need. The hiAtony
ofi Ant t6 Almply a neeond of Aome of ht6 efifontA to dlAcoven tht6 ZnneA need.

Byzantine ant Zn Zt6 cAAentiaZ elementA, came Znto beZng 06 a neAult ofi
a long pnoceAA orf aAAlmulating, the many contnadZctony tendancteA, pne-
dominantly HezZZenZAtic and OnientaZ which flowed foom centneA Zn AAla,
Minon, Synia and Egypt Znto the new capZtaZ of the EaAteAn EmpZne founded
by ConAtontine Zn A.V. 300. ItA Ant waA deAtined to exent a pnofound influence
on the development of Medieval ant Zn Eunope panticuZanZy Zn lItaZy,. mone-
oveA Zn even Zangen meaAune It woa to detenmZne the fondamental chanacten ofi
ReZZgZouA ant of the Neon EaAt of Gneece the BazZkanA and RuAAZa.

The tnZumph ofi ChnZAtianZty dZd not ZmmedZateZy nevoZutiovuAe Roman Ant.
In the weAt ChnUtian antlAtA took oven the Cfieco-Roman ant fonmA and Znten-
pneted them .Zn tenmA ofi a new Religion, e.g. Conventional plctuneA of the ZZfo
of OnpheuA continued to be pnoduced but with JeAuA AubAtZtuted fon the
mythZcaZ heno. ThZA woa dlao tnue 0of waZZ paZntingA Zn tfamouA catacombA, the
(Jndengnound CemetnZeA Zn which ChnZAtianA bunted theZn dead.

Byzantium Za the oZd name fon the capZtaZ cZty ofi eaAtenn Gneek ApeakZng
pant ofi the Roman empZne now caZZed CoviatantinopZe. It woa the gneateAt city
Zn ChniA.tendom becauAe it managed to cope with the BabanZan thneat that led
to the foJIZ o™ the Roman empZne Zn ItaZy, Enance, Spain and hionth Arnica
Zn the 5th CentuAy, ZeadZng to a Zoaa of both technical and antlAtic AkZZIA
Zn theAe aneaA ( Byzantium AuAvZved fon anothen 1000 ynA). ThuA Byzantium Za
uAed to deAcnZbe the whole empZne.

ThIA empZne evolved a ChnZAtian ant that owed tittle to the Gneco-Roman
tnadZtion. To people bnought up on "hotognaphic” ant, Byzantine wonkA Zook
menely Incompetent, whene oa the tnuth Za that Byzantine the antlAt had an
un®amltian aim - to convey a AplAltiial nathen than a phyAlcal neatity. Ton thiA
neaAon he Ahowed only thoAe foatuneA that had nezZzZglouA on Aymbotic meaning;



mede, ejnpeAOAA and Saints biggest than othesi people tn the, tame, plctuAe because
they wetz mote, ImpoAtant; made, little attempt to convey a sense o{ movement
on. bodily pAesence beneath clothing; and Aeplaced landscape with a {fiat gold
SuA{ace that put the plctuAe event In a timeless sphetie outside pto{one hlstoAy.

Many o{ these {eatuAes ate alteady visible In the 6th Centuty Mosalcs o
SAM VITALE at RAVEVMMA The teptoducZion shows hiA EmpAess, Theodona (7) and
hen suite: deApite the Rigid {Aontal poses the pAiest-like and mystenlouA
alt o{ the haloed sovevelgn, thene la ptobably atill an element o{ potAaltuAe
In the {aeeA o{ the gtoup.

The pte{eted attA o{ Byzantine ate the leaAt thtee-dimentlonal:
Moslac, which lendA Itsel{ to brilliant eoloutA and ZmpoAlng {otmal e{{ects
tathet than natutal modelling, manuActlpt illumination the attA of{ illus-
ttating and embliAhing books; and how Aelle{ catving on Auch matetlalA ca
Jvoty, the {lguAes hatdly Atanding out at ail {otm the suA{ace. Nothing could
be {utthet away than this {tom the phyAlcal awateneAA of{ Indian Att.

The chatacZetiAtlc Byzantine Atyle In Atchitectute evolved {tom a technical
discoveldiy; how to join a latge tound dome on ItA Aquate baAe. The gteat
building In the Atyle appeated Aoon a{tet the ptoblem had been Aolved: San
Vitale at Ravenna, St. SetgluAmand St. Bacchus at Constantinople and Sancta
Sophia, also at Constantinople. SanCta Sophia (2) was designed {ot Justinian by
the the atchltects Anthemius o{ Ttalles and IsldotuA o{ Miletus. It was
Attended as a delihetate assettlon o{ Impetlal gteatness, and Is Indeed one
o{ the wotldsl gteatest buildings. A complex o{ mutually suppottlng domes and
vaults with a huge high central dome on Cupola.

In the 7th CentuMj the Anabs conquered the NoAth A{nlca &Middle Eastedin
possesions. o{ Byzantium and {oa a time It seemed that the whole emplAe might
collapse. AAab In{luence was pAobably Aesponslble {oa the subsequent "lconoclast!l
cnlsls which entailed the condenmatlon o{ all but abstnact designs: to make
an image [lcon) of anything that existed was consideAed IcolatAous. In the 9th
CentuAy, undeA Basil Il and his saccessoas, Byzantium made a political
AecoveAy. At about the same time Iconoclasm ended, and Byzantine Aat enteAed
a new phase o{ Achievement. It also spAead thAough the Balkans to Russia,
and along the MedlteAAanean to Venice and Sicily.

..J3






Mosaic netained it* pne-eminence and some o{ the'most awe-inspining wonks of
the post iconoclast peniod one the, {igune* o{ Chnist Pantocnaton [Almighty),
stenn judge, o{ sinnens, gaztng down at the, Congnegation (/tom the ceilings o{
cJiuAch dome*. Walt paintings wene also produced, o{ten imbued with an emotional.
Intensity new In Byzantine Ant.

Mosaic deconation consisted o{ 6mall pieces o{ stone, glass, tile o,
enamel, called tessenae, annanged to {onm pattenn* on, pictune* and cemented
togethen. Into a {fiat *un{ace. The Roman* composed elabonate pavement* this way,
but thene is little evidence o{ wall Mosaics be{one the 4th Centuny. The pnoceAs
wa* a laboniouA one: Team* of{ cna{tsmen wonked oven, con*idenable peniod*
o{ time to a**emble deconationA which wene of{ten va*t in *cale. As a neAult
many o{ the gneat Mosaics one timeleA* and impensonal; qualitie* ideally
Auited to the *acned *ubject* o{ which they one powen{ully expnessive.

Fig. (3 *how* a {amou* Jeon - a *mall neligious painting on wood which
convey* a painful, bnooding compa**ion a* i{ the vingin i* su{{ening in the
{oneknowledge of{ hen child'™* cnuciffixtton. Thi*, QR LAW OF ULAVIMIR wa*
painted in ConAtantinople but taken to Ru**ia whene it pnovided the model
{on an Iconic tnadition that la*ted down to necent time¥*.

Byzantine Scuiptune:

Thnoughout Byzantine hi*tony it* cna{t*men pnoduced exquisite luxuny object*,
u*ing pneciou* metal* and stone*, ivony, enamel* and textile*. Object* such
a* Goblet* and Reliquanie*, e.g. the Pepin Relequany [4] Reliquanie* wene
container* used in the Chnistian wonld to hold the nelics of saint*. Cleanly
it was essential to emphasize the venenation in which a saint wa* held by
making the neliqguany a* sumptou* a* possible. Gold, jewels, enamels, ivony
und othen none and pneciou* matenials wene used in thein con*inaction and
the {inst available cna{tsmam*hip was lavished on them. O{ten a neliquany
wa* made in the shape o{ a chunch, The "House o{ God” to make sune that God
as well a* the saint inhabited the neliquany. The pepin Reliquany is made o{
wood covened with beaten and wonked gold; again enamels and pneciou* stone*
enhance the e{{ect o{ nichness. Metal wonk with onnamental and animal designs
was a Banbanian contribution to Eunopean ant. The taste {on elebonate abstnact
o/moment appeans even mone stnongly in the school o{ manusenipt illumination
that {lounished theyeltic Ineland and Anglo-Saxson England. In the book of
Kells, the human {igune is absonbed into a langen deconative pattenn.






The most Impressive and satisfying pages owl such as one Jin fig. (5) In
which a single letter grows tike an exotie plant Into a mass of Intricate
ornament.

The establishment of a Frankish empire was followed by the coronation of
the Frankisk king Charletnagne oa Holy Roman Emperor. This event took place
In the year SO0 and was the first Atep out of the Dark AgeA. The new empire
was not In fact Roman but European, a decisive cultural shift but not for
the first time. Europeans found It convenient to define themselves by reference
back to antiquity. Conciotts 6.f Inheriting the Roman purple, chaAlcmagne
woa an enthuAiaAt for the artA. IntereAt In representation revived, largly
thankA to contact with the art of early Christian Rome and to a lesser
extent , Byzantium.Manuscript illumination was the most flourishing art,
practised In the monesterles that were being founded all over the empire.
StyleA varied widely. One of the most Interesting Is that of Gospel Book of
Ebbo, In one illumination [6], the focnzled lines of St. Matthew's robe, his
wild hair and the sketched-In landscape behind him express the saint's high
emotiondA he writes his IIfo of Jesus and perhaps too a monkish appreciation
of the pains of authorship.

Architecture was equally diverse. Roman elements were Incorporated in
some buildings, while the palace chapel of Charelemagne's capital, Aachen, was
built in direct imitation of the Byzantine Church of San Vitale at Ravenna.

Finally Barbarian and Celtic influence remained strong In ornament. In
other words the *renaissance did not Introduce a new style; it
represents the (only half successful] attempts of a young, crude and vigorous
society to absorb and put to use everything that came to hand. In doing so
It laid the basis for the great styles of the European Middle Ages.

Finally we can say that, what the church and court of Constantinople demanded
of art first of all was that it should Instruct: From this follows the dreams-
Acriptlon of the fixed themes, rigidly formulated down to the last particular.

It would be vain to seek in Byzantine painting that multiplicity of themes

whdJh characterized European Art, from the 15th Century onward. Byzantium

gave painting a purely didactic task, that of offering a programmatic exposi-
tion of religious facts, understandable to all. In order to assist the memory
and excite the imagination In a joredetermlned direction. Thus painting eventually
assumed a highly important position In the religious cult, becoming an organic
component of the sacred ritual. It played an important role in the Court

CeJdimonial ai wM, fan It &z:nved to iunnound the. cutt oi the. empenon uitth an

auna o” Roman iptendon and meanttteemno



Mbaf ojj tfuA pAo”anc painting, In which the. Roman tradition woa pajiticulanly
vjjtaJL woa ofi high importance in Byzantium, aZthou.gk uniortunateJiy koA not
come, down to ua .

RefieAence:

PictuAe HIAtoAy o& WoAid hit - NathaAe HbaaZa
The. MacmiZZan Encyclopedia ofi hit
Encyclopedia of Wohid hit
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Title page of the Book of Kells. Trinity College Library,
blin.
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INTRODUCTION

In particular this is an architectural term and refers to that
style which based itself on Roman prototypes. It existed
between the 9th and 12th Centuries in Western Europe.

Romanesque architecture developed, as i1ts name implies out of
a deliberate attempt to copy the Romans. Between the 5th and
the 12th centuries nearly all the inhabitants of Western Europe
being conscious that they were barbarians, were trying to make
themselves "Roman™ or civilized. There were three different
ways in which one could attempt to build "in the Roman manner',
lazily, knowledgeably, or inventively. The lazy way was
practised in Rome itself. ,

The knowledgeably way was more architectural and belonged to
the towns of northern Italy, Southern France and Spain where
Rome had spaced her civilization. Craftsmen had been trained
to carve cornices, coffered ceilings and corinthian capitals
almost as well as the Greeks. The traditional skill did not
die out completely. Economic conditions might make it
impossible to build on a large scale and might reduce the
number of craftsmen to a pitiful level, but when at last
prosperity returned there was a small neucleus of people

who know how to build in a manner which would worthily be
called Roman. As a result, it was iIn these districts that

the architecture known as "the first Romanesque'™ arose in

the 10th century. Characterized by a stone vault over the
apse and the bay West of it, by pilaster strips and windows
sprayed both internally and externally, the churches of this
style may not now seem very iImposing, but in the 10th century
they were almost the wonder of the world.

The "inventive'" type which is the most characteristic of
Romanesque, geographically belongs to the Northern part of

the Empire, where the Roman architecture had been primarily
military. The Roman army had constructed fortified towns with
amphitheatres and aqueducts so that the soldiers could have
their blood sports and baths, but that was virtually the limit
of their civilization. They left behind them buildings which
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were iImposing because of their size, but no one who knew how
they were built. The barbarians thought of the Romans as
supermen and did their best to be like them. Having no
knowledge but much invention they taught themselves to build
by trial and error, and eventually began to span large areas
with stone vaults. If their buildings fell down, they learnt
from their mistakes and tried again. They 1invented, or
re-discovered, the principle of the grained vault, developed
it rapidly, especially in North Eastern France and England,
and floried iIn the feats of daring which they were able to

accomplish.

It is the common engineering problems which give Romanesque
architecture 1i1ts unity and make i1t a recognisable style. In
other ways it is remarkably flocal iIn i1ts diversity.

Most impressive of all the patrons ™schools™ of Romanesque
architecture was that of the compostela pilgrimage roads
because 1t was formed not by a few rich patrons but by a
popular movement. Along these routes are to be found great
churches with large dark triforia and no clerestary which,
like the abbey church at canques closely resemble the church
of St. James of Campostela. As they fought the Moslems they
believed that they were carrying on the work of Charlemagne,
and as they built their great churches they proudly considered

themselves Roman.

The aims of Gothic architecture are evident at once. The
nature of Romanesque by constrast, seems obscure, even alien,
as 1T some changes in human consciousness had taken place
since them. Romanesque proves how dearly new experiences
have to be paid for with the loss of the old. The very nature
of Romanesque art iIs an obstacle to easy understanding.
Romanesque does not keep to a certain conon of representation,
in sculpture even less than elsewhere but takes its real
strength from relationships. Romanesque art is not tied to
present frontiers. It both extends beyond them and contracts
more narrowly within earlier territorial bounds, whose names
still recall the magic of ancient fairy tales of barbaric
grondeur and the legends of chivalry.
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Before the Romanesque, the Godhead was only very rarely
portrayed, even 1in the figure of Christ. The Romanesque
took a path halfway between the Old Testament and Byzantine
bon on images and the complete humanisation of every sacred
figure, which was to become so characteristic of the art of
later epochs. Christ is the focal point of the Romanesque

world.

EARLY ROMANESQUE SCULPTURE

Facades were not enlivened by sculpture until after the turn
of the 11th century. Previously, statues had only occured

on the doors of the church, that iIs on bronze doprs, which
were on exiting novelty about 1000. Sculptured wooden doors
were already known in the 4th and 5th centuries. Some of the
finest doors-undoubtly also amongst the most outstanding

examples of Romanesque art-{ere EFasted in the workshop of
Bishop Bernward of Hildesheim.

ROMANESQUE STYLE ON WALLS AND VAULTING

The development of Romanesque architecture is nowhere marked
more clearly than in the treatment of the naive walls. Earlier

churches, such as Romainmoti8F t%ﬁqﬁg{?ﬁﬁBn) in Switzerland,

built C 1030, are stﬁ%% m%%&%#%d on the basilica. Name and

aisles are divided by gFggggé; and the wall above 1s pierced
by so-called clerestary windows.






(@ Paulinzella; after 112.
() S. Benoit-Sur-Loire; after 1062.

(©0 Caen, S. Etienne; Tfirst half of 11th century (vaulting
C 1090) .
(d Laon Cathedral;after 1160.

NOTE :-

The ornament of the Romanesque doorways of Saintonge could be
removed to England and pass unnoticed, but the elaborate
figure sculpture of a Burgundian portal such as Vezelany
(Picture 1) would at once leak foreign in Normandy.

The polychrome stonework and 'shouldered™ traftsept of the
Auvergnat churches such as Issoire (Plate 2) is extremely
distinctive and would look out of place in either the Rhone

Valley or the South West.

The churches of Lombardy have a screen-like West front with
a single wide gable giving the inpression that there are no
side aisles, while iIn Tuscany, as at Lucca and Pisa, the
outline of the aisles is emphasized (Plate 3).
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THE ROMANESQUE PERIOD

This is the time iIn history between 1000 - 1150 when the
western world, Tfired by religious fervor, awoke to a new

existence. After 1000, buildings sprang up in all parts of
pecularities, yet with a universality
IS next to astraunding. We are
possessing

Europe, with many local
of style and influence which

apt to think of Europe at this time as a wilderness,

no culture, no learning, with no direct means of iIntercommunica-

tion. It had taken several hundred years to assimilate the
barbaric hordes who had oberthrown the Roman civilization,
and while we find society in the 1l1th century with no special
it did have one great influence which held it

C

advancement,
together: religious fervor.

The church was the alpha and omega of life. It was the age of

IS not necessary to trace any particular church

Fendalism. It
The facts

or style or school of Romanesque to the cursades.
It was a pilgrimage architecture; that while the
Ideas,

are that
crusades existed there was a universal interchange of

and a striving to building churches and shrines for

religious relics wrested from holy places. It 1s evident

that the local guilds of each section build their own churches,

but it is also evident that they were influenced by those
foreign countries which pilgrims visited enroute to holy
Places. Travel at this time iIn the name of the church was
very easy at this time, iIn fact commerce and trade was much
more universal during the 12th century than in the following
decade when monarchs became supreme and people became nationa-

Pilgrims were given every advantage to travel; and

lized.
Rome and Sontiago

those to the three great shrines, Jerusalem,
ostela iIn Spain, were ailded as far as possible by
the advantage of
Relics were the

of sacred value was

de Camp,
written guides, hospices, good roads and

reasonable prices for food and lodging.

hobby of the age. Furthermore, no relic

retained iIn a community without building a church to house it.

--.16






Without doubt, as hinted before, master masons and sculptors
were included in every pilgrimage party. The crusaders gave
and gathered i1deas as they went along. This accounts for the
West and Romanesque architecture in Jerusalem. The walls of
the city of Jerusalem standing today are the work of the

12th century crusaders, also a portion of the church of the
Holy Sepulchre, and the church over the supposed tomb of the
virgin. It 1s unreasonable to believe that pilgrims of this
period carried note books, made sketches of motives as they
saw them, and iIn rare cases pilfered small bits of detail.

It 1s no wonder that the styles of different sections of
Western Europe are so closely related. It 1s no wonder that
the Romanesque is the style universal and that we find the
church of St. Lazare at Anallon, France, so similar to

St. Vincente at Avila, Spain. The building of each church
was prompted by the same motives: that of making a shrine
for some religious relic; making a place of worship for the
clergy and people, and a place to teach and preach the Bible.

It is well here to enlarge upon this point "™ a place to teach
the Bible™. In this modern period of commercialism architects
and artists bewail the fact that they have no story to tell in
their ornament or decoration. The Romanesque builder was not
so confronted. He had the whole Bible history to draw upon.

In his sculpture and decoration of churches his was the task
illustrating. All bible reading/teaching had to be done by
word of mouth or picture. The art of Fresco and painting

had been handed down from the Romans with influences from
Byzantium. In short Romanesque churches were living bibles.

GENERAL CHARACTERISTICS
The general use of the aisled basilica plan, which was

developed in Rome in the Early Christian period, 1is charac-
teristic of Romanesque churches of all parts of Europe.

e






Construction was always direct; the Romanesque 1s a very

functional architecture. It 1s not necessary to expect the
same organic qualities that were developed later in the

Gothic of France, but its general structural simplicity 1is
this resolved itself

noticeable. In its most direct form
Each church

into open timper roofs and lean to side aisles.
had 1ts own treatment structurally as well as decoratively.

This 1s one of the charms of the style.

The crypt was an important part of many Romanesque churches.
It was first developed as a depositary for the bones of a
saint or other sacred relics, and was built beneath the high
altar at the east end of the name. The facades of Romanesque

churches are of great variety, though with otte general
characteristic; a functional expression of the section.
gave a high control portion, probably gabled to show the line
of the roof. Simplicity of design was the key note, though
every church differed. The tower infact seems almost to have
indispensable part of most Romanesque churches. Each
individual methods of treatment, but no one

This

been an

district had
district departed from the general scheme.

Comparing the churches of different sections, the materials
used iIn construction went a great way in influencing
individuality of design. The Romanesque builder always used
the material at hand. He might import a bit of marble for
Part of the sculpture or the high alter, but in general if
local material of sandstone would
is one of the triumphs of the

in the use of local

sandstone was the general

the church be built. It
Romanesque builder - his resourcefulness
stone or brick. He was fond of polychromatic effects and 1in

some districts became highly proficient in this combination
°f materials; brick with stone, coloured marbles and mosaics.

I the exterior there is every reason to believe that point

s sometimes used, particularly was the sculpture polychromed
It is not safe to say that all 12th century sculpture was
Pointed. It 1s known that painting played a very large part

'W* Interior decoration.

WA






IS apt to appear very dark and
Most of them however,
frescoed or

The Romanesque church today
gleamy owing to its lack of colour.
were at one time completely polychromed i.e.
The colour scheme seldom expanded beyond a

green, red, black and

mosaiced.
combination of pure blue, yellow,
Structural forms were allowed and the columns

patterns. The designs were

white.
decorated with geometrical
inspired for the most part, like the sculpture, from

illuminated manuscripts of the 12th and earlier centuries.
Biblical stories were a great source of iInspiration. Much
of the colour like the material architecture seems to have

been of Eastern origin though the taste and choice of colour

also has prototypes in the Carolingion. It i1s often referred

crude and overly strong. If, however, one
C

to as barbaric,
interiors in a subdued light

considers the effect of these
and views this art as a highly conventionalized pattern,

critism i1s somewhat mallowed. These churches were originally

lighted by very small windows of mattled or strained glass,

most of which has been removed. Sadly enough few of these

interiors remain complete for our iInspection.

The method of making strained glass seems to have been

discovered in Carolingian times, though it did not receive

any great impetus of development until the 12th century. It

was then taken up by the Northern French and like the painting

received much of i1ts iInspiration from illuminated manuscripts.

It was the fore-mnner of the beautiful glass of the 13th
That more 12th century windows are not intact

century.
leaves us more or less iIn doubt as to how extensively this
form of admitting light was used. In general it seems to

have been purely a northern development. In the south, 1in

leaded bottle glass was used, some of i1ts slightly

Italy,
the circular

stained and with the four-painted spaces between

Pieces Tilled with small pieces of red or green.
in grilles was sometimes used after the Early Christian

Coloured

glass
fashion and thin slabs of alabaster were often preferred as

fate as Gothic period.






Thus the Romanesque, despite its wide .variety of ornament

and profusion of detail resolves itself Into a direct style

with comparatively few digressions. The general characteristics

held 1n most every case: plans were basilican with few

complications: construction was straight forward: materials
were those of the community in which the building was buillt;

and design was always most direct iIn composition.

plan and section was the foremost thought

of the Romanesque builder. Designers of today might gain many

a hint by studying these simple fundamentals. Ornament of
inspiration-much of it also

Expression of utility,

Roman, Byzantine and Barbaric
illuminated manuscripts of the Bible - was varied

copied from
Colour fias used in

but spotted with utmost disgression.
It was an architecture truly inspired; buildings

to house sacred relics,
Sanctuaries

abundance.
were built to the glorification of God,

to provide places to teach and preach the Bible;

of Worship.

CLASSIFICATION

Although the Romanesque came as a universal movement spread
and fostered by the religious pilgrimages and crusades of
the 11th and 12th centuries, it can be classified iIn a great
many different ways. To classify i1t chronologically 1is
authorities differ widely in dating individual
About all that can safely be said is that

in advance of other parts of Europe.

impossible,
Monuments.
Lombardy was a bit

Groupings of different styles of Romanesque :-

(1) Lambardy, Tuscany, Central Italy, Apulia and Sicily,
(i1) France, Provence, Auvergne, Rhine Valley,

(iii) Burgundy, Aquitaine, Languedec.

--./10
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FIRST ROMANESQUE ARCHITECTURE

This title has been invented and applied by Senor Puig to a
widely diffused type of building of which he has traced the
origin and extent and, which he rightly considers the
immediate precursor of the full Romanesque style.

Following Quicherat he considers that "the vault, considered
in its form, in its outline and iInto economy, is always the
essential fTeature of Romanesque architecture; apart from

the general lines of the plan the the free fancy of the
decoration, everything is subordinated to it. The rise of
Romanesque, considered i1n this light, may be said to be in
great part due to the troubles and disasters which overtook
Western Europe, during the decline and fall of the Carolingian
dynasty. Repeated disasters formed a very pressing and
cagent motive for the production of a farm of structure

at once more solid and less destructable than that, which
had held the field since the age of Constantine.

There seems little reason to doubt that the return to this
use of the stone vault, made its fTirst beginnings iIn those
provinces where extensive survivals of Roman imperial
building provided on object lesson which the needs of the
age fTorced the Romanesque builders to apply. It was thus
in northern Iltaly, on the shores of the Gulf of Lyons, and
in the Rhone Valley that the first Romanesque art took its

rise.
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GOTHIC ART

Artistic activity, even 1f 1t aims at creating

stable and universal valves, is always directed
to a particular society or at least a particular
public. The artists social conditions can explain
the value of the artists especially by the way his

work 1is received, preserved and handed down.

It 1s only during the period OI renaisance
that 1t wast stated that all art is one; but It
is implicit in the iInterchange between different
aftistic techniques. This exchange can be seen
in the collaboration of different arts towards a
well-balanced esthetic result: for instance, when
a piece of architecture is completed with paintings
and sculptures and possibly with stained glass
windows, tapestries ejto, each of thes has i1ts own
independent artistic value but at the same time

forms part of a harmonious whole.

Experiences are exchanged when an artist tries
to achieve through his own techniques usual effects

or values generally attained by other techniques.

The iInterchange leads to real transformation of the
means of expression.

Gothic art which arose during the middle of
the 12th century in north-central France, maybe

considered the expression of a technical civilization






that aimed at outdoing its own achievement, at
attaining positive progress and attacking problems
soluble only by the artist with the knowledge and
experience he posseses. The first Gothic Buildings
were Cathedrals and Gothic art for long remained
primarily an acclasiastical st'rle. It became
increasingly a technical technique and ceased to

be mere manual or instrumental experience. It

was created to solve certain technical demands
arising from Romanesque building practice, but

the discoveries prompted by these problems were

so fruitful that they soon spread to the othee
usual arts. As art developed its own problems

It bame to be an an equal footing with the other
branches of knowledge. Sculpture and stained glass
which were closely associated with architecture 1in

the middle Ages, were the first to be affected.

In the late 12th and 13th century the Gothic
style was sucessfully exported from France to E
England, Spain, Germany and ltaly and even as far
a Tield as Sweden and the HolyLand. Then it
underwent a gradual transformation which led to the

emergence of the elegant International style and an

- frpnd toward realism. In the 16th century
opposing

Gothic art finally yeilded before the advancing

renaissance style-






Early Gothic sculpture was closely tied

to that of architecture. Its first appearance

occured in Abbod Sugers rebuilding of abbey

church of St. Denis near Paris (1137-43). Others

were JMotre Dame Cathedral iIn Paris; Noyon Cathedral

Saint Etienne monumental sculpture was confined

to the exterior portals of buildings. In the

second half of the 12th century early Gothic

sculptures appeared iIn the various”™ churches of

Northern Central Prance - Senlis,, lisieux,

Rouen, ”“ens laon and mantes.

The high Gothic phase iIn sculpture Begins with

the new work on the west facade of Notre-Dame In

Paris (begun - 1210). Although the main features a
are endowed with an almost forbidding sevenity and

monumentality such surbodinate episodes as the

hell scenes and the labors of the months show a

remarkable freshness and sharpness of observation.

Late Gothic sculpture is i1s dominated by the

imposing creations of clans shuter, a Dutchman

working in the service of the Burgundian court.

His works are imbued with a powerful realism
that found a ready reception in central Europe.

Of all the Gothic arts stained glass has

suffered more than any other from vandalism and






the passing of time. Stained glass was the
Gothic art of colour per excellence and formed
the ideal complement to the architectural

shaping of the interious of Gothic buildings.

In the 14-th century a new fashion for
monochrome grisaille windows ousted the richly
coloured style. Late techniques were more varied;
the artist developed a new type of silver stain
work and damascerning windowsoof the late middle

ages anounce the decadence of the art.

As the great windows took up more and mire
and more of the wall surface in Gothic buildings

wall painting dividled in significance.

In the middle of the 15th century Gothic
illumination had ailast blaze of giDry in the
work of Jean Fouguet, who had travelled in Italy
and was able to integrate some features of early
renaissance into his style. Gothic artists
excelled In the minor arts of which perhaps the
most typical branches are enamel work and ivories.
The development of such subtle techniques as the

use of translucent enamel attests the viatuosity

f2, works, ‘i‘he religious ivory carvings
of Gotbic meta-L
n on intimate substitute for large
conceived as an m






scale sculpture were supplemented by secular ivories

illustrating the “charsons geste*

Acceptance of the Gothic style throughout

Europe and the survival (@fF this style until the
16th century would not have been possible without

major alterations in the forms first developed in

Northern Central France. Bishops in England,
Spain, Germany and Scandinavia borrowed French

models for their cathedrals with only slight formal

variatibns.

Later in central Europe another important

type of Gothic church developed and interesting 1

local variant: Fhis Is best seen in cities in

= Gothic churches in which the
the large late uovux
L winced by the hall church, that
basilica was repla

. v, whose nave and aisles are of the
is the church whose n

same height.

. hall churches in Germany from
Late Gothic hall
loWer developed in a completdly

it 1350 on lowe lioht. ai . g
mhpy QFQ’ 1gnt,,. alry, and spacilous

fashion.

tec. U« . to thé Visionary glow of
f-fact compared
er “ They are but another of

early cathedrals.
the same development. De ymg

ression o der supporting members,
ic form N pinnacles, they created
ted arches, P architecture ofnail

A _
Ar>p.gsion Eg{ relisl






that is sacred.
Sources of the origin of and history of the

term "Gothic™ go far back as the early Middle Ages

when tney spoke of churches “constructa artificibus

Gothisl that is churches whose construction was

undertaken by local workmen and not by Romans.

In 1762 Walpole spoke of Gothic architecture in

these terms, "Whose pomp, mechanism, vaults, tombs,

painted windows, Blo« m»> “ud....

sensations of romantic devotion®.".

think Gothic art is the most

Personally, i thinm
) } ) nf art man has come up with, that
intricate piece ox o
. ...n. The status and religious

is constructive in his time.
.\, the cathedrals were adorned set the

scenes with which . v
, —,h and eternal salvation before the

imagery of faith Henri Focillon,
nfeW and human term

worshiper m new
, nF -Gothic humanism

who spoke of

~relation to

« the contrast between

ture said oi
N N “YYhereas Romanesque

13th Century scu
a the Gothic:

the Romanesque an region of the unknown,

sculpture introduces N . t0 the innermost
r transformations,

into a maze 01 Gothic sculpture

e “tual

secrets of the spi # We can feel the

rselves ...._.

tpphs us back to °u N uEX oniy by works which

intimacy of emotions pr° eternaliy remain

despite their Sreat the figures replaced

man®s contemporary" = [/ statuary a structural

The reveal
the column.






element contributed to one of the basic i1mages of

The standing figure of the virgin

Gothic art:
into the figure of the

and child. The virgin was
young, lovely crowned

Northern French Cathedral:
iIs one of the frequent

the Queen of Heaven, she
Other conographic themes

themes of Gothic art.
In order to represent

underwent similar developments.
French Eomanesque art had usually

ultimate truths,
Christ

employed images taken from the Apo9alypse:

hs the universal ruler surrounded by the symbols

of the evangelists and the 24 elders of the

Apocalypse.

From 1£00-1800 perhaps no year hass passed

which did not see the building of some pointed

arch and gabled roof, or the restoration of some

crumbling tracery. Gothic has been described

in connection with one of i1ts churches

as fair
In the 17th century Gothic was still used in

Oxford as i1t was regarded as the natural way

of churches and colleges.
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MANNER I SM

Mannerism is a term based upon the ltalian Maniera, that is/the manner of

the artist™s skill, to describe a Stylistic change that occurred iIn

Renaissance art from 1516 A.D.

The term has been frequently used to describe the creation of a work

of art without reference to nature but by dependence on an inner idea,

formed originally in the artist®s mind from nature, but modified by

Esthetic considerations and by the study of other works of art.

Mamerism differs from Renaissance in its deliberate contradiction of

classical rules (e.g. regarding the use of orders), aiming at discord

Instead of harmony and strain instead of repose; and fr&m baroque iH not

all its elements into unified, dynamic patterns, but producing

effects of ambiguity and discomfort rather than energy and confidence.

U “s First realized in Michelangelo-a vestibule of the Laurentian
uﬁ'ﬁary (1523) and characterises most of E—ha works of Giulio Romano,

An<manati, Ligorio, Buontalenti and Vignola.

 COH the term mannerism as ealy as

N - - =
e Vearian critic Giorgio Vasari used the term
1550 i ..manner of working" in order to criticize

In the sense of 'style" or ¥ormu'as
tho coated the same formulas.
Painters who untriringly rep

Pietro Bellori and Andre

"h"J 17th Century the theoreticians £ he ,alUcca of

l,. it ,, ,,t,8.t. the e. e

w -
ch , q Titian, and Micnei«“&
n great masters as Raphael, Titi

lied to a certain form of sculpture

he
~ elegance of Florentine

term mannerism can also be app i
t ) exagaration 01
bfrst arose iIn Italy, as an

gf Michelangelo. Its early
'‘haissance work and the plastic streng plicate distinction;
. hose workt>

nents were Benvenuto Cellin”™* N sculptore” refined subtlety, whose

Il the Flemish-born Giovanni Bol°g"a,J d a profound influence on Pierre
This generation of

°ngated figures and smooth modeling a
whether embodied in small-scale

ancbeviUej Xaddeo Landini, and Pletr°”

was fond of extreme PrOpOr,t ° J ith.s work set off by cameos,

Ullpt® «
whose combination of imaginary

°nZe statuettes and fine piece*

in ~ormous, almost architectural grounds an unusual appearance.

BUtes and rock-garden grottoes gave p






In recent years art hisorians have applied the term mannerist to certain
16th century works of architecture that share with the painting and

sculpture of the period a predilection for effects of exaggereated

grace and exuberant fantasy.

Characteristics of Mannerist architecture include motifs in untraditional
ways or in deliberately ambiguous, often non-functional, roles. The
Palazzo Zuccaro (today the Biblioteca Hertziana) in Rome"s Via Gregoriana,
built by Federico Zuccardo in 1595, is perhaps the quintessential mannerist

structure with its entrace portal and window frames disguised as grotesque

heads of monsters with gaping mouths.
MedM

The chief centre of this style was not but Florence, where the

reigned as Duke of Tuscany from 1531. Here as in the other courts of

fialy, art turned towar&soa 88F8M8W=3| gEy;e in which the artistic

inus and form is no longer felt organically and
%requently becomes the preciou d g Y

inwardly butJ%%? a ?ixed FSFmHIE iﬁ%ﬂsed from without. Thus were

) } in glorification of the reigning houses,
created great pictorial cycles m gion
as well as the earl collecteé rincel ngF%Faits and miniatures in which

w i - -
Y ol P Y PO ) ™ ofoj
f fdhlg%}g was rendered in pedantic detail,
the pomp of courtly etiqu e w

Tp-ristic of mannerist scrulpture is the strong

he mOSt Striking Char nt. This comes to the fore in the Ffigure
emphasis on motifs of movem twisticheme janwhich cls
ISrpentinata, the artificia Yy The bronze fountain figure of
telds to a helically ascen ¢ (1529-1608) shows this quality.
SStfle (1563-6) by Giovanni da N extention N AN
he twist of the rm:&’the retre establish a complicated play of
m» and the projection o o contour. The figure iIs no longer
°vement which everyw ere minant vieMS but it is conceived
Signed to be seen from one rulder of views. The
Patially as the synthesis of _ experience the mulptiplicity
1IN oraer r

Pcctator must walk aroun }
0 nf overlappings.

p
t motifs and the ssg.B8Te= Or






Xr In use Strident colours, geometric
Mannerist paintings often tended to

construction and eccentric inventions.

U £ v 5, 8S always uaqascla:l,eﬂher cboatered along
composition of parntxng _ isolated

~gzagging diagonals, or fragm £ ~ ® plane. The space created

0,1 the sides/in cornerS*or plaCE °n ANarchitecture that

n -thods was unstable of the forms

-established an illusion with a p ~  Ff_gurQ serpentinata, which

satisfied a taste for the serpentine”™”,” line by sudden change

w*s sometimes transformed into an n was » used for
of direction. This hard jerky re creases. Colour was
endering fabrics with broken or dominated by bright orange,

characterised either by discordant to”~ ~ contrary> by faded and

strident pinks, and shrill blues or, on mixed with dull
Cldulous tones, in which pale earCh for artificial lighting was
8reens and light yellows; the unusual htzzare that was universal with

In keeping with an attraction toward

h .
e mannerists.

nised by a search for novelty and

~cnerist painting is also characte d £igures on complicated

e*citement leading to caprici USP?FQQ ﬁ:th fuge diserepaneies iR seale,
“trapposto, asymmetrical compost N ~rk), Tintoretto and
mharsh colours. Michelangelo tI* Of mnnerism but the style
Greco are the great creative eqo " neurotic artists as

best exemplified iIn the paintings mannerist painters and
pianino, Rosso and Pontormo, ° Abbate, Bronzino

Uptnrs include Daniele da Volt

AUni and Giovanni da Bol°8n
hat wouid now be called mannerist

exBressed i"w . Rthael's own last
in

3esi l
sire for a new style, d even
ms . n before 1&7 ** Vvatican gallery) began

k 7 Can te W * L Transfutati°” ( the general feeling

> m°St n°tably in It of two main tec architecture
1S17. This was the result o Of Raphael” °© . that

* stance (in the Vatican P* classical perfection

D. ., »ted a norm °1 and the opening of new
Bramante, represent N that rf d” onai expressional

urther progress was possi ™ ” raans of e
iItas In the use of the nude a
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) . - acp™a,, and sistine Chapel oeilingj
by Michelangelofs "Battle 0? Eas%ma P a

whereby many artist fell into the-trap of regarding "clever' poses,

much foreshortening and anatomical knowledge as end in themselves.

; _ ; , halanaced harmony, but clever conceits
Tile aim of the mannerist was not fealanacen

o . basically non-archi tectural tendencies.
and astonishing effects - basic y

- . » fla maiera di Michelangelol) .
The byword of _Michelangelo®™s manner® (la m classical
u to break free from the bonds of classical

serve”to legitimize <*m» ~ a subjective,decoratively playful”®

and move in the dir

and even at time*absurd art# 6

/

LtnCMc"op0O-e”™ a °n - k
J p*rsS Meud Ilo"

Pabu~Wed ~ 6.
of A-.1

pr Hill
t c W B AWX '
X Ov-a Xi V.

3. Xb"icUeYVAnH °f L-Svtdtin.



THe term Victorian in history of art reforms to certain aspects of fine
cirtSj decorative arts, poetry, and other literature of Britain and
Nglish speaking world during the reign of Queen Victoria of England

wHo ruled from 1837 to 1901.

Art

Art and particularly that of potter™was essentially a phenomenon of the
late 19th Century, ©Dlumamg this perlod the prefix *ArtM with a capital
A* had special Zgignlflcance, forYit" W&sﬂgggdﬂao é'%\iiBe Bomestic

furnishings that were deliberately intended to be artistically original

uud creative rather than routine commercial products. In essence the
artistic expression was more of craft rather than a design. The creators

of these artistic work were actually? craftsmen. Their work was more of

craf +c n . =, exDression - each displaying the artistic
Eaf Inglvldu tlc manner f Arts and C{af‘ts movement,
alent of S Ccrea In the mannér

o41iA farther that the victoraian art

om the above arguement one ma&} . enectual but less was practical to
conformed to Taesthetic™ and intellectual

the ideals of contemporary art movement.
- ny new standards the tendency in

- a
AUNiiufacturers: In the absence of an
-— nnd glass as well as ceramics - was

domestic articles, of all Kinds

decoration which succeed only in

N a resuit, manufacturers turned
for the decoration of

N offered iIn a choice of

~PPlied arts - furniture textiles
X° confuse Art with Ornamentation
Wer© over loaded with mass of appi
gating an impression of fussiness.
ev®r more irrelevant sources 01

produots* urni Taure 1**0chiio styles.
truscan. Renalssance,

T stained-glass design. He late

~J~AM DE MORGAN

, - . #ir In favour 01 fuctions of a designer.,

laaas a conventiona} Botter. He ©omb” ttery business characteristics
in N start a P

~Pged and develope
f director and work °heB1S* *

* Morgans pottery decorati

are as follows. ., _—
N designs of foliage, fanciful

N They were bold but beasts.
OHips, dragons and otne

N He used coloured lustres.

, T Fem* T "

d -*.-*-.11

e». . =i.U..d Ip ,»««e ‘U tl,,.

specialized in utilitariall
‘terra-cotta.
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Significance of pottery - Art Nouveau.

% the Ond of the reign of Queen Victoria reign the Impetus and craft

movement was almost spent and styles of the previous 30 years had
merged with yet another but short lived fashion namely - art Nouveau.

the World War 1 pottery fell into disrepute - It was regarded as
old fashioned or even worse still "Victorian™ and many fine pieces were
~tfoubtedly consigned to dust bins in-the next thirty years.

Nctorian art style was not a product or a style out of nowhere.

Search has shown that there was a wide tange of stylistic alternat 1VeS

that had been uncovered research undermined any sense of _absolute
there was choice of historical

choi” °een uncovered o
sty 6° historical standar s. * N absurd state of affairs which

£l /\ '
WES "BiiOtp ISt c991EHR 5V S18FSLCaY ko WheEhSF the British Foreion O

should be Gothic or a renaissance building.

fhgin comes in.

— H* PUGIN 1812 - 1852
¥, - rhitecture was squalid because it

ein maintained that contemporary ar . briclc Hall Lancashire (1837)
waR ated from a squalid society. 1 aaante eschewing the use of iron

as contefporary “Furniture of
°de« Pegs.
1819 ~ .d buiiding would produce a
C~Nas t John Ruskin argued that » aU be uplifting. To this
buil “ h~for

d ,Eool°t
T% 1ocated?t e use of colour A |nd|V|duaI craﬁ:y n

Uamen?tS”> Margaret Stree“EiuiversiV “~sanction was visual pleasure

ctUre”al as in the Oxf°rd ultimate aim and”® of ~ for arts sake,
d aesthetic whose itanCe »nd
Uskm»s 18th century inne to be artistic overrode
Is . rentul? a scorn for historical
I ** the latter part of o*a N breeding ~ 18th
, *hp considerations. This had At firettt N -AdFT
itu ~ ess and a cult of or” , OF "Queen £ “furniture of
Sen”™ revival Norman ShaW® £ delicate art
Hilloandnr>fae el 8h3d0S . uberally mixed with
ImSOn- certain N followed by
Jann N led to a c simp}ICI  “rew attention of
~ ‘ent ﬁmeSeo{n Iuenf aev’s COI‘ISCI|fack"03* \z\/\° Of Victorian
1ma s»  Voyeey Ma ¥
5 ae|>ed of C*les «JntlneDl to
hi+ eau architects on
te°ture.
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J°hn Huskin. was a writer on art, economies and social reforms with

Carlyi© and others. He is one of the so called the prophets of the
Victorian age. The work of Turner which he collected when young
Jiggered his meditations on art, eloquently paraded in MODEM PAINTERS
1843 - 1860, SEVEN LAMPS OP ARCHITECTURE 1849 and the stones of Venice
1851 - 1853. Valuable less for judgement ad hoc than for his recognition
the whole function of the artist is to be a seeing and a feeling
~native and that the excellence of art though reached through nature

N is independent of representation. At this best John Rushes prose

i . though in earlier work sometimes loosing
s of unsurpassed magnificance, tn i .
nf nature. In his social and

Televance, especially in the description of na .
iwFinence g.g unto to this (1862) the

Ec®°nomica writings of World wi_ae influence
J x «renfinue to print m the "™ Corahill”

Ossay of which Thackery refused to c i s .

rc X Pulveris (1872) Ruskm stated
» . (1871 - . ») «w-«* vituM IHviw >ttl ,
« .«. win.* o.p-t.U.-* H,

tdom marched beauty and powe
~tobiograpijy in Praeterita.8

WILLIAM (18M4 - B2f£l o
- r and craftsman and socialist. At

Was an English writer designer commissioned the *Red

brr - Jones i i _ . -
A ord 1853 - 1855 he met uo Vorris PSR increasingly involved In
“Use" from P# Hebb. From ¥ ) | publish poetry lecture on
" u he continue®
xtical activities althoug crafts until his death.

Cities and take up and master
, Influenced Rig Iggas was appalled by

~ris like Ruskin who strongly « ~ ~ believed that art derived
6 deadening effect of industria 'm . A work and that of

workman*s pleasure 1is hie daily was the expression of this
il
C°t ation. The beginning 01
Qaaurtt raise the condition of
S th 1r: a’;:t must b+ . I I
a:first move towards reglFE or & tistic ogﬂ%!ﬁti'gB were closely
* - s Morris* which was N
m~woven. This craft tbeo with his ~ 2 N design
Ration for the middle ~ tW founding ©
ury English art had o ~ furniture or ~  Hebb.
manufacture wall paP®r6 ti Ford Mado

g B Jones R°ssett
esigners were Burue -lot



==0=/A « nf Morris" work*

+ was "tre develops® process
(14
- »x KO wumjg TMTT >-
(111 .
I °°“ ern ** * - .. r . Lrri.
md honour his mat living pattern (opened 1891)
». T.W . o"«» *m“ 1 r,,
-.-ign. »a»P*-a“* influential leaching « -
fts a book dosiguou uaB evVen ™ poiitioal uritiug iIn

- Morris imP°r
in typography*

1. TO THE RO«I»° » °p 18"

2. A DREAM OP JOHN BADE I®6 “

1. NEVIS PROM NOWHERB 188° for il is crucia
, »« tea Ald.no-*®

his poetry may he iraP°rtan® fUX' and colored i»
;ion that they were "C° °©
r include:-
THE DEFENCE OF CHENEY
THE EARTHLY PARADISE

PGEMS BY THE WAX painter
182£ * t who became a P
a an Englis A BosSet strong!? N Jones
the influence o litlI8. b NN and”® e N uterary
itic phase of Pr« % i0 RaPhaeHteS NNy F oS
lantegua during bis 18 of d MalorY {
d social cuanoer world ot
>d the VIQOUr an MviholO™* aent®d a . tones and
., Greco W* “ repris? - . subdued tone
es chiefly from pi0tnreb worked m influential
ntic and unhistorica ism. _ eau. H® ** F r whom he also
~ .., Industry Jiouv uiliiam f°r
the 19th C- tUrycootributed W d Morri®
manner which £01. hib6

.ens for stained gXa
the "Bed House' at

ed books*
1915. the arobl1® style of the
WEBB 183L T J 2-2 jn as myris. N later work
—_— ) ..t Eb° .1Uan>B0 But «ebl
orian architect be Wi A dlgv*l. atld he «*9

health Kent for hlIS sligh”™ Mrri9 > fnrnitnr0 desijhx®
is simple, rela*0d s -1* WOrk **

« formal. His o - £



jjW E GABRTEI. ROSSETTI 1828 - 1882

~glish poet and painter - founder of pre-Raphaelite brotherhood and

Ws mystieal peem: The "blessed DAMORRb apnsaked &n its Periodical,
THE GEHM (1850-) Rossetti’s poeti9VsshEict OB R/ ¥RSsaFReHspect

of Romantism and Italian poets especially Dante. Hxs poe

Ill*l*

-o~.lon.U jr ovor-wrough! »S d.riv.tlvo h.« 2
Tvnical examples are "My Sisters

»a«»«! gif, giv, .« P »a» « » W, 0, THE HOUSE
Meepti N the balled "Sister Hellen an
LIFE.

mMnn was out of sympathy with

As a Painter Rossetti®s romantic imagina
real: ~ Millais and Holman Hunt and their

IEm and moral earnestness of most Famous B%liﬂm \gf his early
Caply association was brief. The m (1850 - 1860). Rossetti
pOriod is ECCE, ANCILLA DOMINI 18°> are his drawing of his
w°rked chiefly iIn water color. Also InP° QF I<r ,Beate Beatrix

;ki]f®:~ El1zabeth Siddal and m®_ideaé\oz®egi with an ideal of femine
— e - SSe »
ke tad Mrs William Morris provided oS n painting were chiefly

bOail+ , , + Jn his work#
auty which is recurrent m

01l Arthirian and Dantesque tROI108*

NSITINADOX BROWN 1821 T _J§22 ,ed ,n totwerp Paris and Rome
painter born in France and n .., 1848 Rossetti
Whei>e ta joined J.F. Overbade. pre_RaPhaelitee who
se his pupil and N 1855- He was a partner
_ +he >»IHE hAbi lkerer etc,
¢ted his work e.g e > varshall P

er iIn the
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D<.J<r,N 7T
REALISM

Introduction

. rea|iism was current iIn the art crxtxcxsirr
The concept of realism

_ 4QV3 used the term to indicate an
of Gustave Planche who i1n 18

, -- OF @Imagination but sprang from a
art that was not the fruit

-,n nature and with truth™. Champfleury,
"hand-to-hand combat with

1 efied the term to include the works
In an essay of 1850, amplified r

Tn 1855, Theophile Thor-e,
°f the Le Nain Brothers.

of the term to the more plebeia
rejecting the limitation

m h that realism was applicable to the

aspect of life, sia non extension the influence
total mastery of reality- N N expreSsion
°f literary criticism made ,» describing the

i1 nted "reanfam >
"naturalism”™ (which supp entire gamut of

. C to refer to the ei

writing of Zola and other )
cultural determinants.

social economic/ an

History of Realism, ammatic movement In art

N\

In France, re alism N conversations held between

°ccured about 1846, as a resu® ~ N flexury and the poet

the painter Courbet, the his painting he had
ected tnal

max Nichon. Courbet m sl N either ancient or

recourse to any other system ~ ~ ~ e d observations of

°°ntemporary. Courbet’s ra labours caused
. their dain popularization

Peasants joint abou importance 1
a B} . uaS of Prime i the daily toil of
Scandal. Millet was . tion °f th

y—4g deP , hardly ss
of realism, but today ritualizatl°n =

e goleron rl _ caricatures, too
the fields are seen a politlca i

Iv years of

O«,oh,d ,ort, .Y not b.
EIS»C"a ” L1 TWE »"4 7% s>10,, of «« e

i «* c o u r P-_.0*%*"*” joa In
c°nsidered as isoia” preSented

*rings ™~ re F
.e many pain




showed their direct, unqualified observations of daily life
Nor did realism affect only life only genre art; many of
the landscapes of constable in England and Theodore
Pousseou and Daubigny in France are unsentimentalized

recordings. The realism of the 19th Centruy then at least

them atically land even in the handling in certain of

_ tte wa¥ for impressionism.
Courbet®™s Ilandscapes paves th

] , ades of the 20th Century, in
In the first two decades o

h+. claimed that their paintings

the United States, the eig
*f life . The first group

reflected the actual conditions
. ties, they showed poverty

to depict activities within ) oM peo;
. tue Albright potrayed old people

Itjve virtue.
- " o (11 * w o u - W

I ,mM of po«.£,«10,,, »°PP=
whose flesh was in a s N ufe .r small mid Western

c°ncentrated on the loneim N Grosz dwelt on

n Germany/ "
towns. m the 1930°s vitrolic indictments of

s°cial i1njustice and Proo This however was a
Drovincialism*
Germany militarism ana u ealism, as encompassing
. Finiti°n of re
return to a narrower a . QFf i1ts unpleasant
but only certai

the whole of but

aspects.

-4nnals

A M819 )
Gustave Courbet » - —~© this movement was

) rho 8ave a na ) studied at the
The painter who painter, who

He was a F ) 1839 went to Pans,
re Courbet. n_ and in o
i1 of Besanc - painting,
ichnical School of Uy to take
hut »

to study law*



In Paris, he boldly ignored the tenets of academic teachers

(Steuben and Hesse). Instead he taught himself the

rudiments of painting regarding himself as the pupil of

nature".

After unsuccessful attempt at narrative painting, he

soon found more congenial expression of his talent in

Portraiture and landscape. A flavor of romantic sentiment

stiU clings to his early works, particularly to "the Girl
in a Hammock'™ (1844) and to the drmatized self portraits

"self portrait with Dog" (1842), "woupded man™ (1844)

“ _ /i044? "“The Lovers" (1845,) and
ang "Man with Leather Belt" (18447.

Man with the Pipe" ﬂ% :H% ggsentlal features of his

[T S 1]

«yl . already appears nearly  “d” 1In
M large ,,,d ruggedly “h*
*'fig+m and shadow. The

n°lded In strong contrast of
m. sometimes applied with

3ehsuous richness of the figmen ,
.,f,s relish for the physical
:he Palette knife betrays Cour
,pr colours are more intense
;ubstance of paint. The sombe

n the silky dark of the shadows.
d himself famous overnight; his

In 1850 Courbet foun nans'" were the sensation

Courbet had

St°ne breakers"™ and Funer
- olfal at Ornans

the salon. In the "Fun

N an actual scene of

~tended to present the Fu ~ grave iIn their
eirgy and peasants surroun attention like
little or no

(day best clothes but PaYy ~ background of black

d°g present. This iIs agal

Scape.



Courbet did not pioneer a new. technique; his practice

°f modelling forms iIn gradual tones proceeding from dark

underpaint to the highlights was a conservative one, derived

fr°m Rembrandt and the Spaniards. Courbet s realism

hinged on a new concept of the scope and aim of art rather

than on a new technique. 'Reality” to him meant palpable

Material existence; truth and beauty resided iIn matter -

Physical %ﬁ?ﬁé'ril‘:‘eﬁ‘lﬁ% gtrongly savared was his chief
He rejéc%éa ggggract ideality, and poetic

rac
i - fthp flesh of fruits or
He was at his best painting the

inspiration.

eTfects.
belie,, fur of e»»»™**
flowers. Be bad » *««” _ 7 USh i
—-ic f~he occasional

‘rilliance of his brushwork conce
cru,, . . . He overcale painting problems
Cities of his drawing.
th
hhat were beyond the reach of h ) o
n 1 and studio paintings.

in the funera

, hf his cautious and learned

Contemporaries e .g.

°ther paintings of his include:

1) Wrestlers and Bathers
2) tillage Ladies (1851)
K))

The Encounter

D Arain Sifters

\J

,1857)
he seine HO
N\

The studio

Ihe Young Womon
hunter®s Panic (1857)
buttling®s Stags (1861)
DeOt in the Forest (186
~Uc*e the Parrot (Is66)

The Grotto (1864)



12) The Wave (1870)

13> Apples (1871)
14) Return from the Conference (1863) Destroyed.

mmp Tfrom landscapes to figures.
He extended this progra
, from peasant life as rt really was,
He wanted to paint scenes fro p

to N = ,» they worked on fiel -
Paint men and women as

lnsn (1859) and "The Gleaners"

) e 4he "Angelas 1
Such pictures as
to secure an

<1857), illustrate his rntentro ™ ”~ ewise empioyed to

iIdea rather than

eaHstic accuracy. cen ntation as is seen in

Eighteen the meaning °f hlS landscapes he painted.

Spring” (1873), one of the fe P tion was secondary to the

technique or mode of reP N the form f°r the 1ideas
ton' «£ his subject.  Mill"1l 06 in” d,ith -
Us a had been confron

exPerienced after he
~nv

e by three steps.

D “rst he saw

"*A  Then dreamt eSulaH9 imag
i) and thirdly he palnted e . ..v and

d simpll01l Yy
) he achieVe
By this proces
Mentality. hat of Alexander
) -tyl. Sinilar " ted for °f

g He worked iIn a lariy n°

tisl Decamps and was P -
n P » ,0de «



Eugene Fromentin. (1820-1876)

. . N /\+—r(1§-lin of a convectional
He was trained in the stu
) r ) r"hat However, he based his Style
land ape painter, Louis Cabat.

a hig technique. A trip early n his
°n that of Delacroix and his

e supject matl

U fe to Algeria supplied Erapetie with the SubJect fa
£ ...p of the first as well
for his paintings and placed him as one

as the foremost "orientalist

« O0f .» 1 “ Pealtl*
to Algeria, Fromentin had painting
°bservations and gave his roman the

i of costumes
rerlistic accuracy in the detai

ePiction of customs.
of the nineteenth century

As many other artis d essays. T
Sr er of pgvels and essays.

On>entin was a gifted wkkker # marked by the same
. __ =bomini™Nl6
terary style of his novel n style. He made a

oc his rid Dutch art.

AhSiI_* - #

txve observation a p] emish a

ailaKl -nteeth-Century especially the
able study of Seven school/

T rraisal of f the subjectivity

ntin based his aPP _ 1dea °
c on ni . ,he manner of

rk Of Rembrandt and Rubens, onty In
f art- - that realty 6X1_ nd paintings of

A—tstic vision, th pjJ-oces
- 4-pchnical F and other
He analysed the ROusseaU* mination
heSe Asters from whom Making bi* fde
AUci1sts had drawn gt, he th- ~ ~N  First
n point of view of an gt art, and to light
N tor subject matter * 3 g, realistic

N ®xPlained the value °f C° irati- **

it - - in hi3 3
S organization.



and In sPite

. cts by the garland was
ctrayal of ob”e 1Ivity of vxsx°n, N thelr
his belief inthesubl N3N ,

T ,1Is contemporary** BaUdelaxre

tical of hx differed le the
Fron\entin in his am

, OF drawxnge reconcxie the

artist ca f form ana
retained that an gentati°n °
_ linear repr®3
ion of the resentatx®°n-

:ion of chromatic rep

nm 9-1883L arist°cratiC »
Manet. = ——— ——- froB an after
whO came «r s Contur
French pai»**" ~ ~jcian N i,dn
me a student ° J~onghlS

J his Naval Train

Ab

sinthe Drinker

M N\
Spanish G uitar playet £hls ted 1:he

rbe PaJ™ Man
r 1/&e oresbH” y = Contempos

Le Dejeuner Su ~ the Y1

and
i cl°™e less
ho tdic ate

snility from the Pu’ folw
an”™ inut T on LWO

Coiubination of nude «o»e in @ axntig __of
o IS
the

.. hars* .
R it hi5 en9
SS. Others found - paSe" _ ndi's ,ing
Manet imen0 teducing

~Atse in concept!Oll” nio K1 By 1 ant
_ priitl
+> nf ~ax in
AN Century Works ° .
conceft £i1gn£esS T nuance-
*el and Giorgione - the n =
? hovd reolijoat A1
St ) and s"oV o™ o aret
ion of tones ol t sh

he created the do and P nts
tial5- chaP®Y 1o Pal
"Ped to the essen -lat
< was
impersonal colour 1
P >I’°Pett mat—t@'"
C°hcerned with the T ilt,j°ct



By suppressing values foreign .to painting, by offering

n° extrapictorial message, Manet inaugurated modern painting.

Th
Manet freed art

be was not opposed to representation,

the tyranny of subject m atter. Manet had no program; he

spite of himself.

Seemed to have been a revolutionary in

Manet painted a number of seascapes in o il and water

Col°ur. He began to paint in a manner close to the

imPtessigonists WIEh he gﬂ%ogg%%eénggg_pf Berth Marisot and
glal@ma beame N3GIRF, his

Worked * § e eeqreee e e, -
aiorrgsme Manet. Manet s
Ch°ice Of colour more varied. He abandoned”studio situations

foj most part and painted typical impressionist subject;

monf. of a theater crowd,

the move

u
) oht fillg-tdu landscapes, " inted
inf: 4. aheir tortBliss- He painte

views of women at tne

ai
sev6 f f ,ch gourmet foo , as
still-l1ifes usually of
aSpa d flower pieces.
a9us, oysters, and lemon
was one of the finest
L " Rolra®@* ™ . .
Bar at the Folios - aoria of light
* . .
t s late pictures. counter m
irl behind the
t0 sports

Hiltter. Surrounding the
- At reduces

of pure sentation, Man ction because he

Patches of tones. He

IsseéS patfprn

a (1840-1902) . rt and literature.
. xerest in

ne had i* te
e sliccess to

d suffiCien p OF his Ffirst
1866 Zola had ha iter. On ’
glance Jeveaeat

a series

ive up his
y

N m France

nd became a fre newsPaPe

r~ for .
i, as a review o~ of 1866
the $al°n

o 4un ._=Cm o



rel0k». “« d*tin,a ” ,ubi.cUvi».

origin t pl,«a ~ U " onrt .. «-

.orBin® » « - « - * m. ., Lrt. - coee
. 1 conventions

stacked the socia indigtatl°n*

It ai®use +he reject”™on

rue artist. quPP°rtin/®
- . « 1« «CTI*S a al>ptovi»g « =
Bo continoe S,,bi«rt* * re.4 i“at

it mythologies1 and hist r-!';md broken col®ur i(%l the era o

- * of * * — N'ces N

_ * € 13 * * * * X * i>> K*x F* N T U —_ "k

its creation, and b iIs the Purp ~ expiored the

harmony with its age- oUs **** the deadening

o ~ e . Xn — N N N N

earthy material in a”® re
f rary life A * 1nf~enC
;ct of conteiup0 . ati°n ria
i p_ AMrcha - ™ to social
cism had a wide attenti® his
,»a attracte t tellrng «a

iting The »°

s WI .
All Zola s reform-

nt need °£

itions iIn ut9e had
n 898)e mati°nr

or -J* accuse" -Beni*1 ,-ry Inm»oV“Mr “
,, free *cW ,re»* 111
o)) hiS L e 1] On- ?

neck31

-ady been achno” , cental*

the second half
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"The Music Room"™ (1860) shows Whistler moving away

from Courbet towards his characteristic iInterest iIn precise

arrangement and a careful adjusted palette of colour and tone

relationship. The concentration on a few related colours is

further advanced in "The White Girle™ (1862). It showed his

increas ing concern for the purely aesthetic as opposed to the

literary elements in art.

Whistler -also worked as a Graphic Artist, particularly

his etchings. His Ffirst etching called "French Set” or

itiag correctly "Twe Ve Eli:fﬁw from nature vere published

In London i1n 1859.

more important medium for him and

Lithography became
-.hp early 1890°s. Whistler was

fact dominated his output in
more OF < a painter but his graphic work reveals

L J
f an i1nnovator as a p

his . draftman. His keen observation
thorough proficiency as ) )
ug "as influenced iInto

his i1ncorruptibly tasteful eye.
winter, Thomas Way.

Utho by a commercial lithographic P

his - .
Pointings include:~

The Artist in His Studio (186

2
Lhe Artist"s Mother (1871)
AfFangement in @l%_\\/ and Black.
Thomas Carlyle (1872)

5.

Leacock Room

ttarmony in Blue and Gold-
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etchings include:-

°nce a Week (1859)
2- Thomas Set (1871)

3- Amsterdam Set (1890)

Jldgar Degas. (1834-1917)

A French painter who had his sight affected by illness

He painted "The Cotton Exchange at New Orleans". This

Was the only work to be acquired by a museum m the Artist"s

lifetime. t
_ _ nf,;nPq in_1876. In 1881 he began
He made his TFfirst monotypes m i
. 4ﬁ make his sculptures. Degas as an

10 yse puagtel and started wo max ] )
iiarHs interested #F the aeckiun-

umateur photographer, was particular y

* working and running nude figures and
-Jence photographs of wor— 9 9
0=11 . hv the Philadelphia photographer

1loping horses taken by
treat of moving horses,

bridge, and these influenced his

,» his art by degrees. In order to lean,
Degas developed
N - The copies are mostly
c°Pied old master paintings. stalls and

4—nnlv those details ana

,c°»Plete, since he searched out
His first paintings, mostly

impressed him. formal. After 1865, his

a9ments that
tiff and tor

>
truits of his friends wer

-9Ures «k relaxed and appear a
es became more reia”

they had been

the example of Manet

a eye*
°ff guard by a came

and the seas

Figures dominated

tinted the racetracK a organically functioning
Weitks. He showed them as acti unconscrouskty
. capturmg a Vv
Ise He sought accuracy formless shapes
of H ne _
He preferred the us 1th momentary aspect.

\ concerne

net and was very muC



His etchings include:-

1* Once a Week (1859)
2* Thomas Set (1871)
3- Amsterdam Set (1890)

Edgar pegas. (1834-1

A French painter WHO had

He painted #hhe Cotton

11

his s 9ht affected by illness
ms S

i
+

Bxgngﬂae at New Orleans'. This

-w A bv a museu'm ﬂ{iotmiptist's

WaS the only work to be acquired by

IIlétime

»tvDes

}

in 1876. In 1881 he began

He made his Ffirst monotypes

4 ma)e his sculptures.

pastel and started to

nat®ur photographer,

Whence photographs of working

gaUp-hiRg horses takep by the

“briitsge, and these influenced

Degas as an

larlv interested iIn the action

was particularly

and running nude Ffigures and

hiladelphia photoyrapner

philad of movin norses-
hf, treat of movin orse,

In order to lean,

. art by degrees.

Degas developed his

_ ___® as.
c°Pied old master paintm

3nPlete, siInce he searche

?nients that 1Impressed him.

a Stiff ansd
]

raits of his friends wer

ltes became more relaxed

are mostly

The cop a
ihose details and

, out only those

»alntings, mostly
His firS F
formal. After 1865, his

they had been
appear as

~  had the example of Manet

,ht OFF guard by » <=*"«* * e~

Painted the racetrack and

*nE* . H, «bo«.d

**m  »._. sought in
«« pr.ferr.d

ahe+ ., much don”e

3
and was Vvery

n Organically functlon g

IM -
to fb« ** “la*S a"aP“

*W *ot*
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He considered a work as a product of the artist"s

imagination/ as a synthesis which by artifice appears to be

Perfectly logical and natural. Naturalness and the look of

sPontaneity were achieved only through discipline and

Persistence. Many subjects of Dega’s paintings are actively

erigaged In creating art or its complement through hard work
S-9- his "Ballet dancers”™ are all elbows and flexing limbs,

whether Tlopping in a chailr exhausted or striking creative

9stures.
) ) ionists, began used broken colour
Like other impress

and épavoured spectrum colours
Degas exhibited a number of

In his last exhibition,
combing their hair, getting

Lathing, drying themselves,
iIs work are Qluminous,

<JreSsea and so on. The late Dega )
colour and yet grounded in
Jbently dazzling in the use ffect and ultimately symbolic

however generalise<™ *

in
Rodin. (1840-191"2. hp began drawing
N e and draftman.
A  French Sculpt®°r corative art. In this
the Petite Ecole, a school ° N deCOrative styles,
Qo1 ., no taste 1 v s
he developed a strong £orms. He not BARY Brew and
1, r.U«» *"d >0PP - eived i
n pAdin A i
e3 but also painted- R decOrator, doing sma
-ses of erotic

He «1Ti«« tor ” b&ca

S

Culptor Barye.
kL

insss and busts, as wel

~“hhologicai character-



se'" based on
..h a broken n
"Man w/itn

He produced which was change

der its
tudy of ancient Roman f a ROman" =
riginal title to '"P°rtra of Rodin"s cast

an 1mp°rtant P lay, and
Subject matt as m -

. bronze as « diiemma 01
It waS 'i—t ntimate thoughts °n

sculpture.

expressed.
plaster, that his ™ N rdddern society
the private human bei 9 s of hIS a9 His
yo3, wea™ll .-witing-
Rodin probed the m n

.y, and s

N ap h of the
conditions of distres

NN

, flesh as * N aS being
aesthetic by his beli nonthetor:LC rebel- as

o ) N transi®nt” eXa®ple as
spirit and in the personal on modern

By hiIS t impact
tooted in the sou - a 9r
he e*ert
much as by his art,
sculpture.
includ®

wished d 877)
Some of ggHIe¢ureS

_tief The Vang

originalWw
Age of Bronze

2- John the Baptist

"y Walking Man
Divine Comedy

e Gates of Eeld

%

Adam and Eve
The Kiss

Ny The Thinker

Fugitive L°ve

sonS-
10 Ugo Lino and »is
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Conclusion.

_ . F this was mainly concerned with the
This revolution of 1848 was

. } , - - mattPr In the academies the
convections governing subjec

) ) ,oni. that dignified paintings must
idea was still prevalent tna

a,,Pc and that workers or peasants
represent dignified personages,

., hlv for genre scenes in the tradition
Provide suitable subject only

°f the Dutch Masters.

fefe:

1-5 A.D.D. Library

Ictionary OF Art
i) McGraw-Hill Die y

h‘t Ofart
1) Add A documentary story
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1960
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Sources"From the Dictionary of Art
definition of Impressionism from Various

by
.Tohn Fit8 Mauil°e_KiUe.

he mid 19th century in Prance. It was

A m°vement in painting just after t e N Qr Impressionism of the
the peak of achievement towards true r,a I“hi(] movement were influenced not

Object before the artist, the painter ° n ~ als0 by the work of
°nly by %Rhe earlieF Fra&wgh painters m , 6eAstaplex The origin of the
tRé two English landscape painters Turne® A & pioture painter by Cl*ud
k@ Impressionism or impressionist 69 #1> The name was first app le

n this was entitled impression ~ exhibition In Paris in 1874. °t
as a sneer against them when they be CuBiile Pisarro, Alfred is y
-era Of the impressionist movement N Cesanne Edg.Degas,
d later artists like Pierre Augu impressiomst * effect
-he Boudin and Berthe «oris«r*. N n non
d with light, seeking n in front ofhen~r™ ~ A
Ught in au its faoats upon ~ ~ have a pa N separated,
VIo<? they Chose to achieve t loUr with shor , worked out
N colours. They broken colour-o”

metimOs completely separate ~ ved the eye and B* ~ soene they sa,,.

; SU°b a way that the whole i A atreospher ~ N many earlier
the wonderful freshness, ° cOuld in°lu * y It can be seen iIn
its broadest sense I»P"9SI°” ,B is ° principles, his
I« T« , « . *_, «_.»» DK, KT mp  «
wepderful BFushweFk %khat h  midiee That Wi § 1agRnHegRrth achl<?

br™e i-+h seeiof i< by » through the .

s deceive the eye 1 shri”pP ajly he trace

o] x uice ,The -on natural” can haVe been
°0Untry, potraits 11k ~cie* of Painte *

lane effect, the sane ~Nje. n 7

Scapes by Turner and



So dedicated as these men in particular Monet, Sisley and Pissaro who worked
tactically their whole lifetime without any recognition of the wonderful
ServiOe they had given not only to art but the public. The simplicity of
maxy of their paintings is."deception, yet few of this type of subject

o1 ‘they ¢hose can guite bring acrosS R “%’ﬁ%éﬁu' aethetic cipprecistion

nLO+Ur"oc
those by these painters. Possibly if one exammes these plictures [¢ fy
it noonly the broken colour, the clean colours they applied, but it is

aUo the slight subtle understatement which they employed, this gives the

imaeihation, the eye of the viewer, something to play with, to draw his

ben he was painting the plcture- Few
Into the mind of the painter whe
artists” lifetime. Yet today

Pin+ +Vip
PIOt" that have fetched so little m the artis

hey fetch the highest figures in the sale room.

Ulan Rn”rnpaedia gLJ S i* & ————=———=

. . - rlv coined by a journalist named Louis
Ord Empressionism was origina =  Group Exhibition in 1874
y In a review of the 1st Impressionis™™” and 1t was intended to be
ish*d In the satirical ma.ghine** a Sunrise, Le He
-sive. Pictures such as Monets
rOUst an 1impressionl of nature
,» patrons of the annual that could
,ES"b 1l 1 shement _ the organiser® «* a strong narrative content,
break a reputation approved o T th idealised forms especially

* ~eree of finish and teebnioa N and subte modulations in
°f bhe female nude, but also « ehallenged this doctrine, pom
irin,, Impressi°Dls Manefs Olympia everyday
lo "* and ehading- The [laJised nude eg. »*> A "ries
It The valued the unifl oVertones eg.
» composition that emP = and whi & the sjce
* as in Degas. Dancers onJ ~ with fr~ stminster. Above all,
at the stage and whic ,S Thames a d out of doors
Ully in landscapes as *n m of lanosoaP boW forms and
Vo ’\tltlostere and the optical
Uld truthfully record ~  jigfct an

S wMre affected by tx? pi3~
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, - A Jonpkind liked to work-outdoors
Nsts such as Monet, Boudin an i and stronger colours

Pointed much more freely anc used m

t° record, light and atmosphere.

And Tpohnique
h Ks bt still acathdored with light,

Th* Bathers by Benoir shows lii%ar emp his perennial delight
Cl(?ar colours of Impressionism. RenOl N raore hotter. Monets

ia female body. hater his in paintings illustrating a
Phreued increasing subtle effects o / N AN year or even of the Chy.
®rtain place or motift at diff n impressionist style

He realised that the richness and >°ld® t" tfa8 i1tSelf Part of the

Ct>eated to convey truthfully Tbe strokes of pal“

thin8 seen as in Thames in Kegt' ™ fadd pattm of an ant™

~"ggeet Water but also constlt® affects in f°rma * tenous

A nd* Monet found richer a"dJ onghip to retura fer"~ 2 accurate
*d webs of eoloeur whese: vela Woman Drys Herse . the Thoreasing
B°Vas an™ pastel were"@¥d®3 1 effeci, Monet gl ~ (tidy up. the

Or»s and lighting in the fxna 1lePissaro soU® orderly pattem,
~eedom of the brush strokes Cami™ » colour Into or

;yI* by breaking up the strokes

JmpresRionism impressionists reali
_ - after x _ in the
T nressio”™sn win*** out
a simply means laft*r for thelllS Oiours sought to

N they had created an Wp gtrong °lea
atings the feeling of Iig



* strokes of the brush were arranged parallel to each other so as

to aHA 4. . _ _
to the overall coherence of the design and constribute to its

wel 4

b ~ and stability. He was not interested iIn how sunlight dissolves
orm but in how their colouring changes in rela™tism to sunshine, shadow
N shadow could reinforce structure. In effect Cfcsanne™s potrait

1S mUcb cooler, seemingly less involved and has no obvious social or

Poycu ,
°gical overtones.

Ssif'P . _ - *unrips of colour harmoney and in
n kg%eqb’ rat became fascinated with theor=gs 4

} } ) } nn+ iust strokes of colour but
N Ulaj. with a method of juxtaposing no J

30 °OClIstituent ingredients of a particular tore. ,

“taw W m -lion had an influence from Japane<F
7~"-~oulosice - Lautrec-s °o»po«” si,,gers © dancers

>Per/1""8* Wany °f hiE b6St right of their short lived fame. He

Put “°ImerS °f the at the e T oosters which had a feeling for
. ~ong the greatest design™r8 0
e e*hey eg. Dance OFf the Moulin Rouge.
ost intense pictures. Always
- created- the movements m ~ n for his
ille from illness and poverty b* _ubiio he longed to please.

7 hun-an sympathies, was scored by
ample of his work is fotatoe Bat

ssi0,,ism was simP®» to”~-aic. 7

i«s temperament, tboUghts with simpler
7 nted t invoke beautu apd more -~ 8ucb 4s The
a style that was at one ion of O
« . +he cono*

barbaric, aspiring

Sermon.
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ASihg-Morisnt. (1849 - 1895)

HOr *arly works Uke view of the Little of Lorient were strongly influenced
by h*r master. She turned to open air painting and gradually ewvovl

Phonal technique based on broad brush strokes freely aPP »e In a

to her composition ege
Actions, which impart unaf‘fecte?1 (l)g a Impressionism
U< U ,NB ofarted moving away from Impressionism

Yy
Pen/  “ dreSSed f°r a d neglected form but retained
ering the subtleties of atmosphere an oustand
of 1igM ,,d .
1y to her water colours. (

(1824 - 1893)
and limpid atmosphere effects, a

Was 5 painter of the Channel, sky, an . brighter relief the
4rMinhing_11 Te vas

hi playing over the sea arﬁI with iridescent waves.
*urs cPinolined women on beaches fringe ~ /h flicked of the fleeting

with drawings and sketches where 1 6(000 drawings iIn pastel ad
’ .. his ey He ~ rc and Crinolinas on th

Ute* 1 °rmS that cought h . commercial Vo°k
&c C°lours* some of his works ar

~rouville.
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19thCENTURY

*S” ,e'The maj° rf ures met the criG®
~n Oir. whO always revered he

‘efly came underthe influence of Vltah »
,nting and began to give his '9 on
QrefuMy defined outline. The Bat e
U*d for several years, shows th® ! "«*s
c’mbined with the light, clear ojr
The result has great charm -
s Perennial delight in the female ° \Q
s rather laboured. He later returned”

'nted figuregs ,which are often d
character, his colouring became

8 Lenair nudes no longer bejon|
18 the inhabitants of a dream-scape- »

Se was different. On the one jn
Ily subtle effects of light, n a e
f Pointings illustrating a certainP'*of

T|hSt Lazare- haystacks, the er-
'the Thames at Westminster) d
;ar or even ofthe day. Onthe o bis

aPs more sharply than any

V  Left MUGUSTE RENOIR The Bathers.
H 1887.46f x67i in (116-8 x 170-8cm).
Philadelphia Museum of Art

EDGAR
JSSfsS IUGUSTE RENOIRU «»««™

HDBEET 2
m). Louvre

u ,.cc and boldness of the
that the richness truthfully natural
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« effects, wa rippiing "ajer vjvjdly suggest water

strokes of P Dattern of an almost

*°stminSZ o constitute a bold patte N early
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ing the stil mPO ,ongOr a n  ~ hile manifestly arti-
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~ e Impressionism. The word Post-ImPre
means, quite simply, "after Impressionism .
indicated, the Impressionists came to realise (atOr
} Created an impasse for themselves, a[Vv SSion-
sse of Impressionism merges into Pos - P
Qai'v'hose chief exponents, while retaining m

been

" attert
thp*SO<ImPressionism - the everyday su ] ,ours_ .
S e®'n9for light, expressed in strong, c ea PAULCEZAYY sl Vesin,
® ~"-emphasise structure and conten e

R " :pon  Coll pellerin.
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r"zanne and Seurat were not particularly interested

in me emotional content ot a theme. This aspec of Post-

°niem was left to the other three great artists:
Impression c (1864_1901)i Vincent Van

Gogh (1853" 0)°and Paul Gauguin ,1848-1903).

Henri * N N *
in the work of Deg A (1890) demonstrates.There
Dance of the Mou viewpoint, similar somewhat
iS*fheSToace acT m "e emphasis on the outiine
flgitened sPace’ a valsO cut into by the edges of the
he figures, which N Lautrec, however, are
composition. More P e js als0 an influence
the flatness of the B j. prints, which were very
here from Japa"®S . tcircies), the tinge of caricature
popular in 'Z 're W other paintings and the bold,
. ¢ ULOUSEL 5 Lthe Moulin R that is even more  ° non.naturalistic colour, paul C
umoU f ULOUSERLautrec Dance olthe Moulin Rouge simplified essent'® /Dle from childhood and he found as at
Uautrec was a c"Ppleo! atmosphere ot the Parisian infanc}
the 'easy """'Y aht much more sympathetic han the to Pari
bars and music halls muc porn. Many 0O(
O«U»HOttGE ) he bee
aristocratic socle*" " " * 'fr/ and dancers and other his s
Goulu c _ his best pictures feature 3 of their short-lived usualp.
performers of the day. a Moulm Rouge
Gaugu
with hi
For
s raughBranshiip. pots” a tefofDfF et prosai
- with fc
0 .“signers of po*<™ <? «'£ ; also the right sense at one
; LEN r r or barbar
L ’ with it.
,ound a p pressi
. — Gau
impressionists and Post- fter tl
, Van Gogh. Of all the Im ps the most "’L_er !
this
vincen nmsts Van Go8h,rt ,he movements's most VI g
impress'0" 5 ~ alsO created the ~ poverty and an
wretched li -  Always EU'®a ,or his deeply human ang ?t't
ri
intenSehis art ﬂ"EonIy real out |lc he longed to South
iliness his an. scorned by tn v Qr Van Gogh d
sympathies’ in Holland- the s be a church :jnisﬁ?uc
RIS B e B'Sdralia%s 1rglon ! wag-4g,88migi
missionary. before taking art s School and by
5 5 g ssstfs-sari-w s
"hirtra & w/IPa Gogh's mature Is even
Nexample colour P J- ~ tha eieer-cu.
infiuenc® °he bacKgrou”' ion , the colour® 8 dff
pangi"8 "and the simpl a(ter van Gogh na Aboven
ilh Vision a
p ?;UEU‘ mt?e,,s s tenS|on "?"Lf'ﬂ’%evemuauy"%é Nations
port VIO lent* tension thatev
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Lett: VINCENT VAN

Institute Gallery.
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MOHer Museum.
Otterlo.

Ip Paris, taken
aul Gauguin. Paul Gaugin w®s b°.7.ts absorbed in

s a baby to Peru (the colourful s Q 'broUghtback
ifancy, were to haunt him all his 1 °’ prench Navy'
5Paris in 1855. After a short spel began to Paint

6 became a stockbroker (1871). work jS in

is spare time. His still tentative 7~  mid_i880 .

sual Impressionist idiom; bu

Gauguin had grown restless, bo

vi*h his style. m was simply {°°
For his temperament. impressionis”™/jfjji thO™ as

Mosaic. Gauguin wanted to ‘nV . a style tha

*«’ tom. and colour’, and h® "A m pler and * *

1 once richer and more art'hci ,0|((art- and.

barbaric, aspiring to the condition undistorted vy

*"» « an environment unspoilt.and M

Pressures of 19th-century mdus n  Bri(tany. The

Gauguin thought he had found i me k® w. r to

h his career an

',6r the Sermon dates from 1 » f in a

'hls Phase. Gauguin explained i* P* a great rustic

anil G°9h: Mbelieve that | havei att reS\ The
N superstitious simplicity int eXpectation uauin

SoB;ikany did no, live up to *0% $ £ »

a'Sl"u?ioned life among the Islands <M

Post-Impressionism-2

» mnrfl oainted during the second

the Marquesas). N e e] among the masterpieces of his
e _tn Tahiti in 1897, is . colour and linear.

mat rw The combihation < con(rlved
m tht are typical: * * £ £ £ suggest, he wrote of
simplicity of the tcrmns ~ g siniple nude a certain long-

lost barbarian luxury

I ETPEPS >

ht: pPAUL GAUGUIN

Qli° nai g thB Sormon. 1888.
erY. Scotland.

Gauguin

1897. 23j x45% In
Cfn). Courtauld
,Qry. London.
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German Expressionism

rhe expressionist movement in

decade of the 20th Centruy as communication of Motions
naturalism in favour of dire slgnificance. The expression-
and thoughts and feelings o visual description

ists re] led on emotise 'ormulations in P|ace
If communicating their individual subject,

mtpd at abbreviated, or
Objective reality in fa™ mightbe bin intens

distorted, but was only the ve 1C completely subordinated to
"presentation of external Pdenome'a ration of farm and resistance

visual statement of inner feel'r® ooniposition marked the esthetic

of the conventional commandments passionate use of the

sharacter of the expression'**-* "' of P™"«*

lower of colour anb styl>»« , wnN,C, » « "<

_ ,,ncp were JOY1U

experiences whether th tjCal.

aggressive, or lyrecally nY .C imaginations, the
Hurts of their a _ revealing to

In communicating the P™ A py inward N traditional

expressionist PainterS iration and wagind ~ red t0 a formal logic,

them a world rich m 1 p an France flliences,

formulas. Contemporary German m t to acstatic

lot oxpeossionism, ~ gl,g fre PPP- prO*

"6in t0 motional agitate N expression-

spirituality. and individua were
subjective . and some PalM

Within the art movement a erse direc ™5~ pigeonholes of
sm. Various groups too ~ ~ eScaped
independent in developme t were the Brucke

Joups categorilbfiPP" N sS«<P”M" pa,,,ers.

fbe two most famous 9rO® Bja,c «e‘te”
(Bridge) painters and t
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r n ,rt Wb largely conditioned
The history of "ordern Ser«n ~ n ,» during the

by the systematic Pre‘0™NQJ ressive measures included

» iteri.n regime. ” * *

the closing of *

P 1] 1 N\
emigration of firopms,

i,,d others to Fr.«
teaching.

America. Others T,,e Heman art world

frobidden to cnmnGsn country,
and

m 1937, Nolde was than any other
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llt,,rp we wish to win freedormhto act

carries within it #\E‘)F nast
iehard forces of the past,

and to live in opposmon to thg glen

u his creative impulses
We welcome everyone who potray

honestly and directly.
ro the first to break out of Gamen

The Brucke painteres, we N EurQpean artistic develop-
isdation from the main NN NN decisively in a
ment, and it was neces nmQe at an auspicious nomert,
new direction. They nove out and making a
offering their oan interprets as subseguent history
contribution of great impor new currents in

has demonstrated. Brucke s it of the time,

hich i
art which were demanded vy Klirlv known as a grou™.

tic+s became public j and aptrons -
In 1905, the artist friends> collectors,
_ tl-.wp associates They mede annual
Certain inactive efforts. Tny staining
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a Franza Marc. The ains expressionism,

.han live m the acn beginning of the
e movement broke up at
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KIVIHYA

There's evidence that theBlaue Reiter is more intensive

search for a spiritual regality and its exploration of

man's relationship to the universe projected more lasting
implications for modern art than did the Brucke group's political

and social preoccupations.

The influences which shared in shaping the Blaue Reiter
included the emphasis of impressionists; the Jugendsti
group, and others on chromatic harmony or - as Hemmam

Bahr puts it 'The music of colours' the «** J
lir uai?pl the cubists ama we

Hermann, Obrist and ADo * Jatlons of Wilhelm
futurists, and the philosophical spe

tO primary importance in painting

Warrin9Sr- .
N impressionism, wes

Colour, which had risen

since shortly before the app ~.rect bong with nature,

gradually being freed frofii ke> independent of any

Atinuous concern of many artists.
N Vork of Claude Monet,

The value of colour for .
link with subject, wes
N A 5" pondered the question of

Kandinsky, greately
n it wes better* do

which he saw in Moscow, In j*

colour a new eventually Kandinsky presen e

without a subject altO9" e seventh exhlblt‘* t -€s revealed
paintings by MOnet a inquirieS into N putting

phalanx group m 19 “*meafling of rudC iduajiy, lacked
that the pleasure an” considered * d

together of sounds w t> from the
any reference to a fenced 7 n did the
The Blaue Reiter art gr real fll agreement
attitudes and gave ° 9. in s*# contriputions of
attituaes were ai that the rt expre-
brucke artists, quest lution of 3 ]

] Thorp IS . +e evoillU Diftue Reiter
with them, the uen . by the
Dbrist and Holze ,eS f°mu )

, the the°r influence,

s.sionism and tn imp°rtan
_ _ Ves an
Jroup. nvironme % too

'he scientific e -cionisTt
—pon abstract expr*






m Lo kivihya

ad ate -ot on

must * ~ Intj a & ;onT iifeofthe” n h
COhst in the ® 2 ;N relatip”™ip does not
the artists it m P >0n °f innovations by
Scientific L iald 3 combinati°» of artistic and
actlVity, IOOIs>9hts gi vingrise to

by the revelat-e P 8 andinsky’ wes undoubtely influenced
Point wh- k J°nS °f A~ microscope used by Kubin to

ever d 2 Awardedhim with the greatest happi
creati N n paintin® The re

by h* Ve Spint tO the wrld of science is illustrated
~ s stated intention to devote an issue of the Blaue
Reiter Journal to the bringing together of art and
eroe, anj “~is comments on the tremendous and perturbing
Prossion that he received from the news of the splitting
Ofth - T .
e |Qom. The expressionists' feeling for the unity
science and Art wes stated in 1912 by Franz Marc,
ho wrote "Everything in one. Space and time, colour and
fdrrn> are but ways of seeing that stem from the transient
structure of our own beings. Time is as estimate of our

~ein9, into which we introduce the concept of the present

dn imaginery quantity".

In these words my be read expressionism’'s declaration of
"dependence of the boundaries of the visible world.

Te space barrier wes broken. The creation of imaginery
Space began, a new method of representation wes initiated.

The artist no longer explored the universe o
vas Part) ooticallv but instead he inyestigated the

” ; optically, out tive Orientation
Ofhces that connected to it n c0,,ceptions of
ocided with the mordern9 2~ A against
uorld, and this - toget completely new

traditional order -~ ‘A KsM, U oo.

dm of artistic expression
rn feelings, the menbers of

such links of thought an Kandinsky formulated
ilaue Reiter shared the idea book called
‘0 and published in 19J2 in though this group,
iog the Sftrim | >"" - ro.l
Brucke. ,-] nnt subsariig,\"rote. L~Efforts to
In his






revive the art principles of the past can at best"produce

works which resemble a still born child

m aterialist » rH lias produced a Mnd °< ®ec *

is not conteott. Place

and let it speak for itself ....... internal
not probe through the external music that eVery
significance. (The Arts) © n internal

K'rmony and every discord

recsity is beautiful
h d nainted his first abstract
early as 1910 Kandinsky a NN begun to

- colour. By July- 1911 ® book .per Blaue Reiter’,
ire esays on esthetics for concerning the spiritual

on the heels of Kandinsky

formulated the groups

d.N3 tokadirsty~ 1»

e when they were ha the colour
olsdolf: Bath «* S.

horses ad Kadirsw
these preferences. statement illumina
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Kandinsky, strove toward pure spiritual expression.
Blaue Reiters journal Munich, 1912, Kandinsky gave this

explanation of the origin of creative work. The
spriti (which can be defined as spirit in the abs

aspiration, an inner compulsion .... ~ ~ ~ gplrit«al
unconsciously, seeks a materia A abstract spirit. 1
values within nm ...... T "plritu .l »
Kandinsky had become aware method of expression
artistic endevour that demanded a ~ .nner mpulisions.
so that it might give full rein t N what is within
He asserted that the word wes external meaning to becore
in so far as it ends by 1°sSin9 1S In the sare way,

a pure sound reflecting The s not the aimles

'painting is an art and art m 9 ~  thip air, it IS a
creation of things which dISS°® and that must serve

Power that is entirely PurPO™ ...... Art is the only
developmetn of the hum so n soul can

nourishment of the soul an

in this farm.' Of an ethnograPh*
. ., as a nmemoer oy was nmuen
in his youth, Kandins y» Russia* trUCk by

GWHU&C{J‘IM’ hah visited »]p"fé)llé <rts. |—E{_-“he ,g”‘:_) cffecti.el»
ifpressed hy the indI96"° ajjksdyy bt n°n signi fricarice .

the intense colours use .jjty t0 seS . h they exfr

b* the folk artists, W 1* ~ With * N ntruCtive

be'a/ond the lc\onventiona ; r11e an The giaug R%ﬂ@r

e Mo o] -

RS ahoir HEE B8 Y ion. as T g
r9e to go beyond mer king tO  k arts °fte by
Hinters were GomsBantyef” tx «* iW «ssci W
. . . like
ich expression. fiw ~ ~ f_,H £ to”

I abstract quath-- ,,nlated t"' . hand - t were

. 1An I1S°___ “if n
the 1915 he wrote, ~ paM d Hke s
1 there were on« P «; o —»& rlP » ;raCt ,pr.s
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............ * >«

|bIeP> Hanere n nt t*, to'”
ghts without our Pp Jndign«t« t0 a -

Imirnoc C Yiuf V






Sentimental spirit* n.
,0ved the abstract. - nm,ti"e h°Wever had n°t yet
Thefact th
Blaue Reiter K™d‘nSky and March ch’se to arnamnet their
Of 1912 with aC t0 Ornament their Blaue Reiter almn
Painting éXamples °f Bavarian folk art, glass
Perhaps 5 ° ~ offwrings, children's drawings etc. way
Curiou 8 eXpldined by a conviction generally held by
dffirme me™ ers of the B”ue Reiter group and often

as the”™ ~ Kdndinsky " that the true and genuine (such
fro 6 Vdrious types offolk art, for example) must spring

on *udn Jnner compulsion. Kandinsky in fact, admitted that,

is ) ) )
' 8as%ns it does not matter whether an artist avails

o”mself nf
ur abstract or realistic form as long as he remains

N thful to the principles inspiration. Such an inspiration
th ~enri Rousseau (whose works were highly regarded by
w. 0 firal/e Reiter painters), to crystalize his feelings

Ithin a dearly defined stylistic framework.

Th
e Blaue Reiter painters required an entirely new artistic

dn9uage because they were engaged in putting their inner
n 1Sion on canvas without reference to external
SIn9 methods of construction and cowposition
elRadh ordinary logic but arose an

thP Pagination, they explored the * stlJ

t of matter, viewing it m te
Opting to distill the absolute reali y-

P

°udhboth the Bruike and the basJC concepts
c Pressl®nists were in agreement wit the
ncerhingthe correlation of thto
., -eative process, the Bruicke P/n cterized by a

representati°”

Reit 30 eJement’ whlle 1 and later MarC’ Reiter
ne .6r Pinters e.g. Kandins ¢gim. The
were
o] ny resulted in alyrica t for jram
9 f \ae-
SFOE sewont for splrl&ﬂé‘”w © f OF claur- 4
bond existing betvveen m usicali y f# bea

i e
>l,,’4,s *Beliet arose their ides 0 v Stigal V0~ t by
>N Rqreesd to picture an » «£'

one'. w * 7 f
in fables and «<* <r
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The expressionists, Bruicke and Blaue Reited afike, ted to
9nedtl degb o misunderstanding, as do all avant grad® constituted
utility in official circles political, and non-po > N

le 9reatest threatt of the days of the German empife

he Thi- n.,.. _and ionorance of the official
lird Reich- Tfie arrogance and 19n°ra"c wUhelm 11

titude are typified by the declaration er -  victory) iin
1he opened Berlin's Sieges - Allee (Awgiuethe boundaries he
stating that aH whieh tespassed bexo" ifipled rujes ad

laid om was no longer art. Hitler, madern art as
tations by which in 1933, he describ ~ finance o art
artete Kunst' or degenerate art. Hi confiscation ad
to delusion of painters from the a n Of painting t0 Ited
ruction of their uorKS. and e»en pr° | sUndirds. HIt "
»ho refused to conf.™ » « »f ““U « rts

e artists and issued decrees deprive cUfture an

>een impGIiaAL cQRLributions to (

rid 'S; 3 .+ vas a Col'dne }Qllﬁm!a}l‘i%taﬁ;orf.

of contemporary general opimi0"t Tjetza Gallerd ‘Jgn-

of tHE 16H BFOIEKE EXRIBIEAY 10w in UBIESE  the e 8

“These pictures reach a jivgi  deaubo- horrible
not@aHly but Multieoleured I ew 178 =092
a{r’% absolutely %H}B.' L Yet ther” SJid " the” « . ~
these works. Whatever _ bere inter MaVour °f tbe
hject in a work of art, 1 haS the vidence
VAW :coiiee. WREE 18 O sho“ * cjty and §* by Pathelogica

d b¥hs of vice IR aAY EAP Tiberst90d eplY by

nitual level that can b
————— . . condamnatl°n »

d off‘cia jjfe by the

| this unofficial comte® *"unched i » y by fie »

i of birth, expressing noufisbe the wingS be world

Germanic Brucke p a i ™ sp3ce * in J
> and soaring int0 spl e of artlS internat” iated a
—+ - fostered a rename bad a aod ini ™ generate
ity. The Blaue W and © Baue
1in the field of Ovwerd  deeP” + the
1 °F 1deas Wit eSdeveloPantnreJeelir®™ rcr*an /g are,
Ilc energy for the ja(1e jnpOrt foilow
cs state convictions &~ ~ eate .~ad al.,
lave proved to be aitic  iSts* a tO fel s
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Fauvism which literally means ‘'wild beastism' in the first nmodem

movement of the 20th Century art. The nare ‘wild beast’ waes not
Used to describe the artists who, by and large, were soberly

behaved, but to describe their paintings whose screaming colours
and distorted forms quite openly failed to correspond with those

of the physical world e.g. Matisses portrait with green s  jn

aSuUCh Paintin9S Were Sh° Wn:{l!bJSa"rslnTAutom ne

Parii
“natality of the

S the Salon d'Automne in
by men who were opposed to tbe
°fficial and semi official exhibitions held m

“Urin9 the 1905, Salon of the art critic Louis v iH the

5al arked that a piece of relatively C°nr!]iike Donatello amog the
N *** as the bright painting ' and stuck forever.

easts (fauves)' and the labe royp of Painters*

Matisse 1869 - 1954) The leader of J) the South o f”

904> while working with signac in m areas o P

o5 -
enh NG efusal to imitat not,
of N P li—lP drawing ~ akE(aBe ne

t tk ei-ther colour or preci but wes in 8
sive’ T the artists .
— —T the Purp®se ©° n feeling- 'S
action of painting, and tjon, but 0  be emotion
*s works were based not on 1 be saw, bu juertial
"s were intended to convey not W a famous an unabie
;& felt- As he later explbm ersx g°8 ny way of

%ﬂ{ g‘? his ideas, 'Notes 8]; g PRIN for life and ‘Jeongfljfﬁ'i
"inOuidh between the f@éh‘ s sensatd‘*nj4 jt8 emﬂerée

Hinn

Ipgit ... | want to ®° in 1**1" wf*, *

Nooe A work of art must ~ ~qider f.rst dj

'JO06 and imP°se itS6If “P° it is °ne °experienCe; anntnoso
If> the subject matter e bis Own  otber t first
artists primary loyalty ,by no rU wes reallLth century ar
"S to express ,t Wd >»l A

es make for himself- _ a fundaie

ati°’n of this idea whicfl IS

LAM EncYycLOPEDIA OF AR®

A °E WORI n art (VOLUME
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PRECURSORS OF CUBISM

1. PAUL CE2ANNE
2. GEORGES SHRAT

UL CroOANNE (18p9-1405%)
He wes born (and died) m

He was the oldest of the group. hatter who later an
Aix-en-Provence, the son of a succes wes obliged to
became the head of a bank. Theyo 9 studied at the
Work at banking until 1861, aithp“9 ~ ” wes clumsy, but was
Aix Academy of Drawing. Much of hi __iiittpd by years of

Bregiisely this stumpy insistent fore = ~ ~ 2 {basic subjec

exPerience working out of doors, J" and beautiful sense

and FifedRd tAroUgR ap Rxceedingd e R an Under yi
Colour that gives to t e es% gf his r\m’\mg from %ﬂe BCtWeS
ener9, interest and passion t developed in ~ A~

hls many imitators and discip while with P® 1mpresslonist

impressionist and worked foe dom of the ¢ 3 interest
Unsympathetic towards the easy ~ he felt wes ~ he

style. The lack of structure A later O  durable, Hke

Fr,« » » , « ->»"""""edn PFU«' M e
Wanted to make of impressio n agian,

The art of the museums, to =
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OBSERVATION and structure

Zola's House of Medon is a characteristic masterpiece from Cezanne s

early maturity and shows his methods fairly clearly. He took over

from Pissaro, Monet and Renoir, the conception of medelling by neas

of the small independent brushstroke loaded with pure colour; but he

LS

o« — — «—
L'ran«ed Earallel to each otter, n N c.ptrit.t. to
"old add to the overall coherence interested in toe son-
;«s "eight and staPflltv. * X— m
10 sunshine,

[j9ht dissolves form, but in how n L.
J - L, m reiduun
~oofs) and how their colouring structure.

sbadow and half-shadow, could rei
emingly less involved ad

Panne's portraits were nuch cooler, The st logical

has no obvious social or psycolog* «The Bothers a very
QLtcome of this line of development W g wes prepared to take

late work which shows just how f on the left alrea y

"'s passion for stmctpre. » [ pteass. »<m

arfticipate the non-naturalisti






GEORGES SEURAT (1859 jU

His approach to the problem of structure wes very dIf* r®@"Q* s Qf
either Degas or Cezanne. Seurat becare fascinate * n
of a

n pal*nt stroke

Clour harmony and in particular, with a metho

JUst strokes of colour but also the consti
In depicting gross for ex P N and yellow when

becOne apparent

pdrticular tone.
°f bl”™e next to yellow; so that its green C

"’ mC Ming green) as well as ,ts shape «e«"

When o )
seen from a distance.

her consciously

COLOUR
This nointil*snl’ wes USS . (shoan overleaf)
in Se 60ry” SOmetI'meS kn°Wn 3SwaVS greatest) ** ter ‘ (1887-8).-
"Tk Urat's first (and in many assurance »_nv%ich
The R— - ........ A , .... with complex ass N vy in
c B «h 6rs ,,883-,, —-F*x € . .
t, *°n to both - and to his other w the L%Hm% ina
Way.fI Ures relategy fo godrC-his"tea ahd Sereng=

effects are highly claculate

LEAF)
(SEE PICTURE °VvE
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Dp t6Xt book"™ of the movement’ a]S_ n°Wh899) and whose influnece

W e Delacroix and Neo-Ilmpressiomsme

mdtisse and the fauves was significant.

CUBIST PAINTERS:

1. PABLO PICASSO (1881-1973)
GEORGES BRAQUE (1882-1963)

t
50 (1881-1973) early years in
e 1831 but spent his r and Acad

He was born in Mala9™ " er weS an artist. a g place
Barcelona where his ~ student P*
Academician. He weS + the a% O
at the Barcelonian Academy tly) movied betwe

, »  Franca IpTm**
?rom 1904, he settle
3aris and the Souwth. nonan feelin®s ad

r afraid of * » « st painty ~

Picasso was neve N «IS 1sed resp”™”

It

emotional Illfe 1 not jbst an by the F»*cIS d barbarity

Guernica (1937) Basque T°’w  inhuranty
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UHy QF

% f°rm to act and #S fundamentg.

6 I Plest S Ulltaneoush £ , fP,casssls
W/ - t, withest and n [tself and sevefal others. Qe of

> 0 "o - <« “« 7 »'m» * o » « *  Seat

*¥ 1,, " tho scrap " rOm\is“ »«- », sl* « a
0O~'9cOp St"9at,ons Of r h° the 8lcyc,e and ths animTs head. The

. CCas"0,,s V<SUi" play " S“Mast “escw mt “ s te» »fF
Neffce . Mmap)p N anc™ although Picasso used it in may

N enSe N. Il anc® 7fght- hearted manner, he a/so used it, to

k  we »f Sual and psychological tension.
H) rREY, w-
C SMntiai for exambple, the female figure on the left is
Cly, ~"3? N shadowy; she has more than two breasts although
gk the ~  5reast 7s a7so the space between her right am and het
a0 tyn® y. a0< forms on her feet delineate her.toes whole being at

ch 0 Hg nails of the crucifixion.
\

> e an/°”~rs continually between the different worlds of material

cOnc) t/,e «WMona7 sub-conscious and is entirely  accord

N GFEhd e N BB Rofdem fin WO acgepts that reality

ht Ids. i . ... Such Cx«>
Bi@f p?—cggc,qvo worlds. Such continual imaaination aeh,, G«
> * Pl o« * -7 - t » * _or
«ctf ant f ator as w77 as from the art N t,ere fs
V® "e7fly. ° be experienced as well as obser fundamental
assn»_ Unship between the artist and spe* Of 20th Century

ar,d continues to be central

*






GEQRGFS BRAQUE (1882-1963}

B'aque's mature paintings are the logical combinat . t mears
expression which developed with Picas n Braque excelled
Smell amount of sculptor and some fine graphic wor . stin-iifes
as 3 painter. His range of subject matter wes finest M" the
and the interior of his studio, which are see emerge slowly from
Urae ,, . ,N.Q « in these forms ,»I introducing

Paintings made between 1948- d a way S
o — - -y r
ssage of time into painting. r0 Other a ~
“entieC°ratle qua (ties "a"e been SUfess’odl p,igt ““"""'mi te*""1"
L "% -))- °
, their technlques of imitation m






TYPE S OF CUBISM

N ECIC AL CloB+Sivi

"Demoiselles d'Arigion” of
hP: first Cubist painting by Picasso, traditional sense.
9(377> is not a fully resolved picture in N deep space. The

a number of ideas. There is no il
9Ures remain of a flat surface of the can

(PICTURE SHOMNN BAON)



INFLUENCE _0f— CJLU

THE

hsd an immediate ad

Picasso'E and Braque's paintings and i qOUp at the
influence. Fnance, Cubist *S

s™lon Independants of 1911.
dam Prague, MSCW

bist work was shown in London, An " pXjdern movement in
Berlin. Cubist forms found an echo ' In sculpture
end influenced n ,SF» Kot gt
Cul» » has h,d , lasting ] ustd uhW » ">
art a new visual language which has N fonlls of ap ,e

in textilp Hpginn. advertising art’ a

Cubism also influenced-

1. The Futurist

2. The vorticists

3. The constructivists

4. African Art.
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I' e a term used to descri
Abstract art |s a ter %%

non-represental or than an
expression. it » that an object maybe
absolute description so from the slightly

more or less abstract, va ~ unreCognisable.

less than naturalistic
nfF the modern

Zionism is one of
Abstract expre abstract art is

movements tO WhiCh the, TTuO apply «
applied. The term co v Kandinsky as ea

non-objective painting® lack of
*gq rharacteris apProach to
as 1911- It 15 . an emotional apP

representation and Y proach tha Often
a pxecution, an . dfint 1®

concept and eX6 nist. The ting-"
essentially "xP , Or "action rable

called the "NeWw d by c°nS
_haracterize. cubism.
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be compared to oppo"te b,w e« “ “ £Jo«o

in > Ct"{ nd t»
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; > r°tion °f 2 movleS ™ CcM " Andalou and L Age
" ""uch proved both sensational and scandalous.

p DallsS lewoks were very minutely detailed e.g. nThe

dnre of memory. Although he was active in

Jist exhibitions of the he was some what
misoj of .
ed because of a supposed sympathy with the dictators of the

ajno CWx 7
Jn0 39 L'H|7 advertized himself by doing great works9

Port raits and was even featured at the world fair in New York.

liis
werk is very deep with mystysism and strongly imaginative
*

is characteristic of the surrealists.

S»rrealism is also very powerful in the bounds or 3
~“ensional works. Sculptors such as Henry Moore, Julio
G°n~les who was an associate of Piccasso and Alberto

GiaCo-etti who later left the surrealist movement and

) urrealist although i1t may he
en°UnCed all the work he did as s

Cribed as surrealist worko

JVILLIAV GALNT.

The Surrealists hy
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WHAT is it?

is the common shortened name of 'Das Staatliche Bauhaus
in 1919 by Walter Gropius in
g

"Bauhaus"

Weimar™, a school of design founded

Weimar, German. It was largely responsible for revolutio

tha teaching of painting, sculpture, the industrial arts and archi-

tecture throughout the western world.

,, NF its success and influence to
founder. The

The Bauhaus owes the greater par
the sincerity, integrity and perservera » the institution
Dress and public, the

townspeople of Weimar, however, did n

and in April 1925 after constant atMC* ~"ive,
N buildirigs, designed by

educational and

Bauhaus moved tO Dessau where new admi
1 e N architecture;

residential quarters were contracted.

1933 by the German

Gr°Pius, marked the maturation of

they housed the Bauhaus until
Socialist government as a «P “ «

centre of comunist in

enter private practice and

it wa

~ional
tellactualism. in 1928 Cropius resigne n A rayared until
Was e Vinfeet Mies van

succeeded by the archi

e school was closed. t to the united States. In

Irl- n

: >933 some of the
¢ founded th ] Harvard/
Lazslo Moholy-Nagy f f desion Illinois
school cj- , at the
Pilus " appointment ¥ t ) N ger ke _ Bauhaus
and Mies vai ideas of tne
-ack Mountain College _ spread
.n Chieeg®*
w-tute of Technology X
ughout the U S. R between the art’
* IsiaS ,ally in

FE BUFG 251 10
))(())mn

develoPed

auhaus sought to _ » ffsmag § ~
Cort Tl workistop

he technically eX& t years each @IL
delds. I the st & the s fisDn.

- - Latelf/ artist~
“an and an arkis-e ei\fpy one

ts, each workshop w






legal 3 year apprenticeship.

tudents were bound to complete a full

«ter a six-month preparatory course students went into the various
instuction.

training workshops (crafts and formal] for practical

Gropius assembled a faculty noted

in the workshops.
Among them

As instructors
enery and productivity.

and admired for its brilliance,
Were the Germans Gerhard Marks [sculptor], Oskar Schlemmar [scenic
designer J, Josef Albers [painter] and Adolf Meyer [architect]; the
Itten [painterj and Hannes Meyer [architect]; the

Swiss Johannes
Austrian Herbert Bayer [typographerJ; the Russian Wasily Kandinsky

(painterd and the American Lyonel Feininger [painter].

1

ITS OBJECTIVES:
- sculptor, painting,

The Bauhaus strives to reunite arts and crafts
- as the permanent element of a new

and handicrafts
is the Uniform Work of Art - the great

aPplied art,

architecture. The ultimate aim
construction that recognises no boundaries between monumental and

decorative art.
painters and sculptors of

The Bauhaus wants to educate architects,
sorts to become qualified craftsmen or indipendent creative

It also aspires to establish a study group of leading

be able to design buildings rn therr entirety
including embellishments and

all
artists.

artists who will
from rough brickwork to completion,

furnishings that reflect a similar spirit and unity.

ITS PRINCIPLES:
- most students should face the fact that

their future should be involved primarily

industry and mass production rather

with
craftmanship;

than with individual






teachers in schools of design should be

men who are in advance of their profession

rather than safely and academially in the

rearguard;

that the school of design should, as the

bring together the various

Bauhaus did,
theater,

architecture,

arts of painting,
typography etc into

photography, wearing,
a modern synthesis which disregards conven-
“fine" and

tional distinctions between the

"applied” arts;
T

it iIs harder to design a first rate chair

than to paint a second rate painting - and
much more useful;

school of design should have on its faculty

ie purely creative and disinterested artist

ich as the easel painted as a sprrrxtual

unterpoint to the practical technician in
a* » Ealk SR VVRRELEE

the benefit QF %He student.

m»nce of materials is essential

reud9h TnToFf design - experience at first
the St 6fee experiment and then extended

fined to 1

tactical shop work;

f rational design in terms of
should be only the

study of
new and

mS and nB. . T
nicC the development of

t step in
,N sense of






lastly, because we live in the 20th
century, the student architect or de-
signer should be offered no refuge in the
past but should be equipped tor the modern
world in its various aspects - artistic,
technical, social, economic, spiritual,

so that he may function in society not as a

decorator but as a vital participant.

THE BAUHAUS AT WEIMAR [1919 1925]

e ‘EZZZZIZML

(11 e ‘*n (11 (11 Olh v . << (( ((((_ —It*
School of Arts and Crafts.

Th*

e*tended into the whole Tfield of

of the Bauhaus showed the influence of contem-

ns works of this stage O N  cubism. During this stage

>°rary ''modern'” movements, particul famiUar with science and

* the Bauhaus, artists, for the firS w -th a practical knowledge

anomies, began to unite « eat™ ~ g " £ence of functional desrgn.

f craftsmanship, and thuUS

HE bauhaus AT DESSAU M925 19331 the Bauhaus
to flow forth in abundance,J ary N _
re” b69an 1 , famiXfar -
m this period derive fishes,
JproextrfeS-

<€el Ffurniture, moder
yeut. the "fine" arts
was oarri”™ even
desugn «as - planning.
e spirity of functional reglona

d applied to architectur






SOME FANOUS BAUHAUSLER [BAUHAUS PEOPLE]
Walter Gropius:

in Berlin in 1883. Began architectural studies in 1903 at
the Technical University in Berlin and Munich, in 1904 - 1906

he constructed the first buildings of his own design.

In 1918 he was appointed director of the Grandducal School of Arts
Crafts and the Grandducal College of Fine Arts which he unified

Ux*er the name of Staatliches Bauhaus Weimar in April 1919.

In 1927 Gropius transferred the direction of the Bauhaus to the
artchitect Hannes Meyer and established his own architectural office
In Berlin. In 1934 he migrated to London. In 1937 he settled in

the United States and together with others built extensively in the

NS, Germany and the Middle East.

He died on July 5 1969 in Boston.

TOhannes Itten:

°rrr in the Berner Oberland in 1888. After

ege at Bern-Hofwil, he briefly attended the Ecole des Beaux
t the University of Bern; completing his

" Geneva and studl hen he turned to painting.
dies as a secondary school teacher.

works which were exhibited by Herwarth
be9an painting his abstract w In ]19]9 in viennal,
} } ciurro, as early as __ B .
in his gallery Der S , o ettive art with a showing
boos gave the first exhi

en"s abstract paintings-






in 1919 and was invited by him to join the

a number of his Vienna students
in 1923, he had deve-

got to know Gropius

neWly Tfounded Bauhaus in Weimar,
going with him. By the time he left Bauhaus
led a general course in design, which became known as the
Kurs and later gained universal currency.

immersed himself In Mazdasnan

After leaving the Bauhaus, Itten
Philosophy at Herrliberg near Zurich. In 1926 he founded the Itten
School of Painting, Graphics, Photography and Architecture in
Berlin. in 1932 he took on the additional directorship of the State
Two years later however the Itten

in Krefeld.

FlachenKunsts-schule
In 1930 Itten"s Tirst book "Tagebucher"

school in Berlin was closed.

N Diaries"™J was published.

in Zurich on March 25

In 1938 itten migrated to Amsterdam. He died
1967.
Hubert Hoffmann:
BQFB > gerlin & 138& 8; an 8!8 established family of architects.
p n the Bessau Bauhaus, first m the
Pr°m 1926 to 1930 he studied at o h
in the building department. He then
erJin an
erlin, an

EArpentry workshop and later

assistan

the Technical University,

ecame principal
;atght city planning and communications.

as architect, city planner and designer,

,n advertising Graphics.

e started to work on his own
n Irene Hoffman, u
tted to Dessau by Mayor

together with his wife, o
_.C he was invite
in 19 ~ but was prevented from doing

*oht after the war,
itze Herse to reinstate the Bau Germany. Back in Berlin

because of the political People®"- thus reuniting

organised the exhibiti®°n

Ittered members of the Bauh






In 1959 Hoffmann became professor of city planning and design at

the Institute of Technology in Graz, and at the same time he

became director of the Institute for Town and Country Planning.

_ deutsche ArchiteKtur™ ["New German
Among his books are '"Neau

} 1956; "Wohnen oder Hausen™ [Residing
Architecture®"]. Stuttgart
and "Urbaner Flachbau™ ["Urban Low

or Dwelling"]/ Graz, 1964,

Level Building"] Stuttgart ® 1966

rosef Albers:
, histrict Germany] in 18838. He studied at

torn in Bottrop [Ruhr D igQ5 fm 1908 and there received
he Teachers College in Bueren rom albers became a teacher in
- Following this, aidw

teachers certifies - ~ continued his studies at the

is hometown. From 1913 to school] in Berlin. By 1908 he had
snigliche Kuntschule tRoyal ~ ~  through the Folkwang
iready come in contact with new tren abstract pictures.

In 1913 he painted his
-iseun in Hagen. 111

he continued his studies at the

ter graduating as an art ° from 1916 to 1919- and f°r ~
*0oo0l of Arts and Crafts m K n ~  Franz vo,, Stuck

me at the Munich Academy * N 1920 . at thirty-two

Tnsef Albers had gs an apprentice,
e preparation J° course at Weima

entered the prelrn>ina y ~  took OVer the

. test as journey'>an" made his
et hrs teb .. -he same time
1922 after workshoP . « the Sommerfeld House

stallation of the ¢ them the ones teaching of
N among tne d hiw with tn

st glass pictur * ~ entru the Bauhaus*

v D ,g22 GropiuS ha and design at
Berlin. By 1?2 N mater”ls

"preliminary cours






After the closure of the Bauhaus in 1933, Josef and Anni Albers were

invited to the newly opened Black. Mountain College in North Carolina,

where Albers became professor of art. In 1929 he resigned from Black

Mountain College and in 1950 he was appointed to Yale University in

New Haven as head of the department of Design.

"interaction of Color"™ [New Haven 1963],

Josef has written a book,

Lyonel Feininger:
1871 in New York City. He 1ft the U S for Germany
NN N instead. Music,

Was born on Juiy 17 18

in 1887 to study Music but * n in his life and art.

however, was the first and Pr P

Berlin and Paris between 1887 and

burg,
~  German humor magazines and

Feininger studied art m Ham
Feininger joined the Bauhaus

*893 and then worked as a c
company of Paul Klee as well

the Chicago Tribune. After world

Workshops and soon found himsel

as Vassily Kandinsky.
k was closely akin to the aim

rhe structural direction of his own w ~ ~ 2~ technology. After

* the Bauhaus; a synthesis of N the United States Durrng

in b°th »~ "t orderly” crystalline

Lhe SeC°nd W°rid _
he remained ef his I1 f hi¥s visionary, Y
most sensitiv@ Fefineinent
eld. _
New YBK& city™
13, 1956 in

ninger died on Janu Y






Vassily Kandinski:

Born in Moscow on December 4, 1866. Kandinsky was one of the

originators of nonobjective painting.
he decided to become a painter and

While studying Law and
in 1896 went to

ethnology,
Munich where he worked under Anton Azbe and Franz von Stuck and

studied Impressionist color and '"art nouveau"™ form.

From the very beginning Kandinsky®s work showed an interest in

in 1909, was instrumental in founding the New Artist"s

fantasy, and
one of the springboards of the Expressionist

association in Munich,

movement. t

In 1910 he painted a water color which is generally considered the

first nonobjective painting and at this time formulated an aesthetic

&%nncceerrnnlrr]lg the Spiritual in Art" [1912].

theory of abstract art in
Mr+- edited the almanac "Der blaue
Also in 1912 Kandinsky and Franz Marc
. m which they produced art from al

virtue It- » OTv..U»«.W

a9es that appealed to them 'y

sPiritual authenticity.
a professor a} Ifig Bauhaus. Together with

In 1922, Kandinsky became \Y jawlensky he formed the
"‘concrete painting’; that is,

Paul Klee, Lyonel Feinmg
) he cantu
from the world of nature.

3lUe Four. He continued w
_ of color and tor

independence

1 complete
it was closed in 1933 and then

, until
. ,-he Bauhaus u , .fe he achived a

andinsky remained a decade Of his
During the 1laS
Dur tuitive imag *

9 went to Paris.
. free, m
Anthesis between tn

earlier period and






more scientific ones of his Bauhaus period. He gave evidence
for its own ends in a world

that "art like nature creates form

where everything is both tangible and intangible, physical fact

and subjective symbol.

Kandinsky died on December 15, 1944 at Neuilly-Sur—Seine, France.






SOME FAMOUS BAUHAUS WORKS






W aller Gropius and Adolf
Meyer: Fagus Shoe-last
Factory, Alfeld - on - the -
Leine. 1911

Walter Gropius and Adolf
Meyer: Cologne Exposition
of the German Werkbund.
Hall of Machinery. 1914.

W aller CroFiut' moil im-
portant before the

Bauhaus

Walter Gropius: Diesel-
driven locomotive car de-
signed for a firm in Dan-

zig. 1914’

W alter Gropio* and Adolf
Meyer. Cologne “
of the German VVerkM

Adminlslro'ion So.ldmS
Fronf view. 1974



Typography and layout

Albums of lithographs, woodcuts and copperplate en-
ravings (Bibf. nos. 2, 3A, B, C, D, 5, 7) were printed
? a workshop equipped with hand presses. The albums
lire bound in Ihe well equipped Bauhous bindery.

i-pQ
orQS_Pf S,eel and nickeled
floor lamp. 1923

Lyonel Feininger: Title
page. Europdische
Graphlk. Woodcut. 1921

, ltten: Typo-

;(—ol;Jh:% desiﬁ P«9°

"i« ' jajtini-c-.Ki«
AT, =

Peter Rohl

Program of the opening cele-
brations of the Bauhous at the

German National Theater of
Weimar, 1919
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L. Moholy-Nagy: Title
page. Prospectus adver-
tising Staatliches Bauhaus
in Weimar 1919-1923

Joosf Schmidt: Title page.
Special Bauhau* number
of Junge Menschan. 1924






*

Oskar Scnlemmer:
Delineation of space by
human figures. Theoretical
drawings. 1924

Oskor Schlemmcr: Disk
dancers from The Triadic
Ballet. Photomontage

Alexander Schawinsky:
Tap dancer and tap
dancing robot, 1925

Fork.. Mo l**
in action






Forkas Molndr: Project for
a wood frame houre. 1922

Waller Gropia. ATrrr.rrrSttfrrfrr

M-yer: Praieel sub'n.l'aa
to ,he Ch,CaOKeinforced

concrete. |72












Ruth Hollds: Woven covor.
Repealed pattern adopted
(or machine production
derived from handwoven

cover at right

e yAMCC"

Marianne Brandt: Metal
teapot. 1924

Guntha Sharon-Sfolzl:
Woven cover. Gray and
white. Wool and rayon.
1923



