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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 1 9 8 6-8 7 .

Intention of this study was to understand a variety 
of ways in 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 in 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, 1 9 8 7 : NAIROBI





TIMOTHY NGARUIYA 
BQ5/1923/85 
VES1GN II

A STUVV OF BYZANTINE ART

In tA oduction:

One, nemankable th in g  about human belngA Za th e ln  unge to  make, images and 
patteAnA . Men wene p a in tin g , A cnatching o u t deAlgnA and canvlng foguneA tong 
befone th e y  dlAcovened kow to  gnow cnopA, w n lte , oa b u ild . So a n t can handly  
be claAAed 06 a Zuxuny. I t  mu6t A a tiA fo  a n ea l pneAAlng ZnneA need. The hiA tony  
ofi A nt t6  Almply a neeond o£ Aome o£ ht6 efifontA to  dlA coven th t6  ZnneA need.

B yzan tine  a n t Zn Zt6 cAAentiaZ elementA, came Znto beZng 06 a n eA u lt ofi 
a long pnoceAA orf aAAlmulatlng, th e  many contnadZctony tendancteA , pne- 
dom inantly HeZZenZAtic and OnientaZ which flowed foom centneA Zn AAla,
Minon, Syn ia  and Egypt Znto th e  new capZtaZ o£ th e  EaAteAn EmpZne founded 
by ConAtontine Zn A.V. 300. ItA Ant waA deA tined to  e xe n t a pnofound in flu e n c e  
on th e  development o£ Medieval a n t Zn Eunope panticuZanZy Zn ItaZy,. mone- 
oveA Zn even Zangen meaAune I t  woa to  detenmZne th e  fondamental chanacten ofi 
ReZZgZouA a n t o £ th e  Neon EaAt o£ Gneece th e  BaZkanA and RuAAZa.

The tnZumph ofi ChnZAtianZty dZd n o t ZmmedZateZy nevoZutiovuAe Roman Ant.
In  th e  weAt C hnU tian antlAtA took oven th e  Cfieco-Roman a n t fonmA and Z n ten-  
pneted  them .Zn tenmA ofi a new R elig io n , e .g .  Conventional plctuneA o£ th e  ZZfo  
o£ OnpheuA continued to  be pnoduced b u t w ith  JeAuA AubAtZtuted fon th e  
mythZcaZ heno. ThZA woa oJLao tnue  o£ waZZ paZntingA Zn tfamouA catacombA, th e  
(Jndengnound CemetnZeA Zn which ChnZA tianA bunted theZn dead.

Byzantium Za th e  oZd name fon  th e  capZtaZ cZty ofi eaAtenn Gneek ApeakZng 
p a n t ofi th e  Roman empZne now caZZed Co via tan tinopZ e. I t  woa th e  gnea teA t c i t y  
Zn ChniA.tendom becauAe i t  managed to  cope w ith  th e  BabanZan th n e a t  t h a t  le d  
to  th e  foJIZ o^ th e  Roman empZne Zn ItaZy, Enance, Spain  and bio n th  Arnica  
Zn th e  5 th  CentuAy, ZeadZng to  a Zoaa o£ both te c h n ic a l  and a n t lA t ic  AkZZlA 
Zn theA e aneaA ( Byzantium AuAvZved fon anothen 1000 ynA). ThuA Byzantium Za 
uAed to  deAcnZbe th e  whole empZne.

ThlA empZne evo lved  a ChnZAtian a n t th a t  owed t i t t l e  to  th e  Gneco-Roman 
tn a d Z tio n . To people  bnought up on "" ho to  gnaphic” a n t, B yzantine  wonkA Zook 
menely Incom petent, whene oa th e  tn u th  Za  th a t  B yzan tine  th e  a n t lA t  had an 
un^am ltian  aim - to  convey a A p lA ltiia l nathen than a phyA lcal n e a t i ty .  Ton thiA  
neaAon he Ahowed on ly  thoAe foatuneA th a t  had neZZglouA on Aymbotic meaning;
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made, ejnpeAOAA and Saints biggest than othesi people tn  the, tame, plctuAe because 
they wetz mote, ImpoAtant; made, l i t t l e  attempt to convey a sense o{ movement 
on. bodily pAesence beneath clothing; and Aeplaced landscape with a {fiat gold 
SuA{ace th a t put the  plctuAe event In  a tim eless sphetie outside pto {one hlstoAy.

Many o{ these {eatuAes ate alteady v is ib le  In  the 6th Centuty Mosalcs o{
SAM VITALE a t RAVEMMA. The teptoducZion shows hiA EmpAess, Theodona (7) and 
hen su ite :  deApite th e  Rigid {Aontal poses the  p A ie s t-lik e  and mystenlouA 
a l t  o { the  haloed sovevelgn, thene I a ptobably a t i l l  an element o{ potAaltuAe 
In  the {aeeA o{ the  gtoup.

The p te{eted  attA o{ Byzantine a te th e  leaA t th tee-d im entlonal:
Moslac, which lendA l t s e l {  to b r i l l ia n t  eoloutA and ZmpoAlng {otmal e{{ects 
ta th e t  than na tu ta l modelling, manuActlpt illum ina tion  th e  attA o{ i l l u s -  
t ta tin g  and embliAhing books; and how Aelle{ catvlng on Auch matetlalA oa 
Jvoty, th e  {IguAes hatdly Atanding out a t  a i l  {otm th e  suA{ace. Nothing could 
be {u tth e t away than th is  {tom th e  phyAlcal awateneAA o{ Indian A tt.

The chatacZetiA tlc Byzantine A ty le  In  A tch itec tu te  evolved {tom a technical 
discoveJiy; how to  jo in  a la tge tound dome on ItA Aquate baAe. The g tea t 
building In  the  A tyle  appeated Aoon a { te t the ptoblem had been Aolved: San 
Vitale a t  Ravenna, S t. SetgluA■ and S t. Bacchus a t  Constantinople and Sancta 
Sophia, also a t  Constantinople. SanCta Sophia (2) was designed {ot Justin ian by 
the  th e  a tch lte c ts  Anthemius o { T talles and IsldotuA o{ M iletus. I t  was 
Attended as a delih  eta te  a sse ttlo n  o { Im petla l g teatness, and Is  Indeed one 
o{ the w otlds1 g te a te s t buildings. A complex o{ mutually suppottlng domes and 
vaults with a huge high central dome on Cupola.

In th e  7th CentuMj the Anabs conquered th e  NoAth A{nlca & Middle EasteJin 
possesions. o{ Byzantium and {oa a time I t  seemed th a t the whole emplAe might 
collapse. AAab ln{luence was pAobably Aesponslble {oa the subsequent "Iconoclast!1 
cn lsls which en ta iled  the condenmatlon o{ a l l  but abstnact designs: to make 
an image [Icon) o{ anything th a t existed  was consideAed IcolatAous. In the 9th 
CentuAy, undeA Basil II and his saccessoa s , Byzantium made a p o li t ic a l  
AecoveAy. At about the  same time Iconoclasm ended, and Byzantine Aat  enteAed 
a new phase o{ Achievement. I t  also spAead thAough the Balkans to Russia, 
and along the MedlteAAanean to Venice and S ic i ly .

. . J3
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Mosaic netained i t*  pne-eminence and some o{ the 'm ost awe-inspining wonks o{ 
the  post iconoclast peniod one the, {igune* o{ Chnist Pantocnaton [ Almighty), 
stenn judge, o{ sinnens, gaztng down a t the, Congnegation (/tom the ceilings o{ 
cJiuAch dome* . Walt paintings wene also produced, o{ten imbued with an emotional. 
In te n s ity  new In  Byzantine Ant.

Mosaic deconation consisted o{ 6mall pieces o { stone, g lass, t i l e  on, 
enamel, called tessenae, annanged to {onm pattenn* on, pictune* and cemented 
togethen. Into a {fiat *un{ace. The Roman* composed elabonate pavement* th is  way, 
but thene is  l i t t l e  evidence o{ wall Mosaics be{one the 4th Centuny. The pnoceAs 
wa* a laboniouA one: Team* o{ cna{tsmen wonked oven, con*idenable peniod* 
o{ time to  a**emble deconationA which wene o{ten va*t in  *ca le . As a neAult 
many o{ th e  gneat Mosaics one timeleA* and impens onal; qua litie*  id e a lly  
Auited to  the  *acned *ubject* o{ which they one powen{ully expnessive.

Fig. (3) * how* a {arnou* Jeon - a *mall neligious painting on wood which 
convey* a pa in fu l, bnooding compa**ion a* i {  th e  vingin i* su{{ening in  the  
{oneknowledge o{ hen ch ild '*  cnuciffixtton. Thi*, OUR LAW OF ULAV1M1R, wa* 
painted in  ConAtantinople but taken to Ru**ia whene i t  pnovided the model 
{on an Iconic tnadition  th a t la*ted  down to necent time*.

Byzantine Scuiptune:

Thnoughout Byzantine hi*tony it*  cna{t*men pnoduced exq u isite  luxuny object*, 
u*ing pneciou* metal* and stone*, ivony, enamel* and te x t i le * . Object* such 
a* Goblet* and Reliquanie*, e .g . the Pepin Relequany [4] Reliquanie* wene 
container* used in  the  Chnistian wonld to  hold the nelics o{ sa in t* . Cleanly 
i t  was essen tia l to  emphasize th e  venenation in  which a sa in t wa* held by 
making the  neliquany a* sump to u* a* possib le . Gold, jewels, enamels, ivony  
und othen none and pneciou* matenials wene used in  the in  con*inaction and 
th e  {.in s t  available cna{tsmam*hip was lavished  on them. 0{ten a neliquany 
wa* made in  the  shape o{ a chunch, The "House o{ God” to make sune th a t God 
cus w ell a* the s a in t  inhabited th e  neliquany. The pepin Reliquany i s  made o{ 
wood covened with beaten and wonked gold; again enamels and pneciou* stone* 
enhance the  e{{ect o{ n ichness. Metal wonk with onnamental and animal designs 
was a Banbanian contribution to Eunopean ant. The ta s te  {on elebonate abstnact 
o/moment appeans even mone stnongly in  the  school o{ manusenipt illum ina tion  
th a t {lounished t h e yc e lt ic  Ineland and Anglo-Saxson England. In the  book o{ 
K ells, the human {igune is  absonbed in to  a langen deconative pattenn.
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The most Impressive and sa tis fy in g  pages owl such as one Jin fig . (5) In  
which a sing le  le t te r  grows t ik e  an exo tie  p lan t Into a mass o f In tr ic a te  
ornament.

The establishment o f a Frankish empire was followed by the coronation of 
the  Frankisk king Charletnagne oa Holy Roman Emperor. This event took place 
In  the  year SOO and was the  f i r s t  Atep out o f  th e  Dark AgeA. The new empire 
was not In  fa c t Roman but European, a decisive cu ltura l s h i f t  but not for 
the f i r s t  tim e. Europeans found I t  convenient to define themselves by reference 
back to a n tiqu ity . Conciotts 6.f Inh eritin g  the  Roman purple, chaAlcmagne 
woa an enthuAiaAt for the artA . In tereA t In  representation revived, la rg ly  
thankA to contact with the a r t  o f  early Christian Rome and to a le sser  
ex ten t , Byzantium.Manuscript illum ina tion  was the  most flourish ing  a rt, 
practised In  the monesterles th a t were being founded a l l  over the  empire.
StyleA varied widely. One o f th e  most In teres tin g  Is  th a t o f Gospel Book o f 
Ebbo, In  one illum ina tion  [6], th e  focnzled lines of S t .  Matthew's robe, his 
wild hair and the  sketched-In landscape behind him express the sa in t 's  high 
emotiondA he writes his l l f o  o f Jesus and perhaps too a monkish appreciation 
of the pains o f authorship.

Architecture was equally diverse. Roman elements were Incorporated in  
some buildings, while the  palace chapel o f Charelemagne's cap ita l, Aachen, was 
b u il t  in  d ire c t im ita tion  o f the Byzantine Church o f San V itale a t  Ravenna.

Finally Barbarian and C eltic in fluence remained strong In  ornament. In 
other words the  ^ r e n a i s s a n c e  did not Introduce a new s ty le ;  i t  
represents the  (only h a lf successful] attempts of a young, crude and vigorous 
so c ie ty  to absorb and put to use everything th a t came to hand. In doing so 
I t  la id  the basis for the  great s ty le s  o f the European Middle Ages.

Finally we can say th a t, what th e  church and court o f Constantinople demanded 
of a r t f i r s t  o f a l l  was th a t i t  should In s tru c t:  From th is  follows the dreams - 
Acriptlon o f the  fixed  themes, r ig id ly  formulated down to the l a s t  particu lar.
I t  would be vain to seek in  Byzantine painting th a t m u ltip lic i ty  o f themes 
whdJh characterized European Art, from the  15th Century onward. Byzantium 
gave painting a purely d idactic task , th a t o f of fering a programmatic exposi
tio n  o f re lig ious fac ts , understandable to  a l l .  In order to  a s s is t  the memory 
and exc ite  the imagination In  a joredetermlned d irec tion . Thus painting eventually  
assumed a highly important position In  the  re lig ious cu lt, becoming an organic 
component o f the sacred r i tu a l. I t  played an important ro le  in  the Court

CeJimonial ai w M , fan I t  <5 zn.ve.d to iunnound the. c u tt  o i the. empenon uitth an 
auna o  ̂ Roman iptendon and meant t teem no
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Moa£  oj j  tfuA pAo^anc painting, In  which the. Roman tra d itio n  woa pajiticulanly 
vjjtaJL woa ofi high importance in  Byzantium, aZ.thou.gk uniortunateJiy koA not 
come, down to ua .

RefieAence:

PictuAe HlAtoAy o& Wo A id  h i t  -  NathaAe HoaaZa 
The. MacmiZZan Encyclopedia ofi h i t  
Encyclopedia o£ Wo h id  h i t

9
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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 its 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.

t

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 in 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 imposing, 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

. . ./2
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were imposing 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 invented, or 
re-discovered, the principle of the grained vault, developed 
it rapidly, especially in North Eastern France and England, 
and floried in the feats of daring which they were able to 
accomplish.

It is the common engineering problems which give Romanesque 
architecture its unity and make it a recognisable style. In 
other ways it is remarkably local in its diversity.

Most impressive of all the patrons "schools" of Romanesque 
architecture was that of the compostela pilgrimage roads 
because it 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 if 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 is 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.

. . . /3
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Before the Romanesque, the Godhead was only very rarely 
portrayed, even in 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 is 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

->•*-4- rt o rt p sted in the workshop of examples of Romanesque art-were created
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

j or I i l lustration) in Switzerland, churches, such as Romainmotier (iliustrano
, . • 1 1 modelled on the basilica. Name andbuilt C 1030, are still moaenc

. , arcades, and the wall above is piercedaisles are divided by arcaaes,
by so-called clerestary windows.
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(a) Paulinzella; after 112.
(b) S. Benoit-Sur-Loire; after 1062.
(c) Caen, S. Etienne; first 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 in Tuscany, as at Lucca and Pisa, the 
outline of the aisles is emphasized (Plate 3).

. . / 5
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THE ROMANESQUE PERIOD

This is the time in history between 1000 - 1150 when the 
western world, fired by religious fervor, awoke to a new 
existence. After 1000, buildings sprang up in all parts of 
Europe, with many local pecularities, yet with a universality 
of style and influence which is next to astraunding. We are 
apt to think of Europe at this time as a wilderness, possessing 
no culture, no learning, with no direct means of intercommunica
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 1 1th century with no special 
advancement, it did have one great influence which held it 
together: religious fervor. c

The church was the alpha and omega of life. It was the age of 
Fendalism. It is not necessary to trace any particular church 
or style or school of Romanesque to the cursades. The facts 
are that it was a pilgrimage architecture; that while the 
crusades existed there was a universal interchange of ideas, 
and a striving to building churches and shrines for 
religious relics wrested from holy places. It is 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 in the name of the church was 
very easy at this time, in fact commerce and trade was much 
more universal during the 1 2th century than in the following 
decade when monarchs became supreme and people became nationa
lized. Pilgrims were given every advantage to travel; and 
those to the three great shrines, Jerusalem, Rome and Sontiago 
de Camp, ostela in Spain, were aided as far as possible by 
written guides, hospices, good roads and the advantage of 
reasonable prices for food and lodging. Relics were the 
hobby of the age. Furthermore, no relic of sacred value was 
retained in a community without building a church to house it.

. . . / 6
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Without doubt, as hinted before, master masons and sculptors 
were included in every pilgrimage party. The crusaders gave 
and gathered ideas 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 
1 2 th century crusaders, also a portion of the church of the 
Holy Sepulchre, and the church over the supposed tomb of the 
virgin. It is unreasonable to believe that pilgrims of this 
period carried note books, made sketches of motives as they 
saw them, and in rare cases pilfered small bits of detail.

It is no wonder that the styles of different sections of 
Western Europe are so closely related. It is 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, is charac
teristic of Romanesque churches of all parts of Europe.

. . /7
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Construction was always direct; the Romanesque is a very 
functional architecture. It is not necessary to expect the 
same organic qualities that were developed later in the 
Gothic of France, but its general structural simplicity is 
noticeable. In its most direct form this resolved itself 
into open timper roofs and lean to side aisles. Each church 
had its own treatment structurally as well as decoratively. 
This is 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 onte general 
characteristic; a functional expression of the section. This 
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 
been an indispensable part of most Romanesque churches. Each 
district had individual methods of treatment, but no one 
district departed from the general scheme.

Comparing the churches of different sections, the materials 
used in 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 
sandstone was the general local material of sandstone would 
the church be built. It is one of the triumphs of the 
Romanesque builder - his resourcefulness in the use of local 
stone or brick. He was fond of polychromatic effects and in 
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 
ŝ sometimes used, particularly was the sculpture polychromed

It is not safe to say that all 1 2th century sculpture was 
Pointed. It is known that painting played a very large part
"'■r* interior decoration.

. . . / S
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The Romanesque church today is apt to appear very dark and
gleamy owing to its lack of colour. Most of them however,
were at one time completely polychromed i.e. frescoed or
mosaiced. The colour scheme seldom expanded beyond a
combination of pure blue, yellow, green, red, black and
white. Structural forms were allowed and the columns
decorated with geometrical patterns. The designs were
inspired for the most part, like the sculpture, from
illuminated manuscripts of the 1 2th and earlier centuries.
Biblical stories were a great source of inspiration. 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 is often referred
to as barbaric, crude and overly strong. If, however, onecconsiders the effect of these interiors in a subdued light 
and views this art as a highly conventionalized pattern, 
critism is 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 inspection.

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 its inspiration from illuminated manuscripts. 
It was the fore-mnner of the beautiful glass of the 13th 
century. That more 12th century windows are not intact 
leaves us more or less in 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, in 
Italy, leaded bottle glass was used, some of its slightly 
stained and with the four-painted spaces between the circular 
Pieces filled with small pieces of red or green. Coloured 
glass in grilles was sometimes used after the Early Christian 
fashion and thin slabs of alabaster were often preferred as 
fate as Gothic period.

. . ./9
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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 in most every case: plans were basilican with few 
complications: construction was straight forward: materials 
were those of the community in which the building was built; 
and design was always most direct in composition.

Expression of utility, 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 
Roman, Byzantine and Barbaric inspiration-much of it also 
copied from illuminated manuscripts of the Bible - was varied 
but spotted with utmost disgression. Colour fwas used in 
abundance. It was an architecture truly inspired; buildings 
were built to the glorification of God, to house sacred relics, 
to provide places to teach and preach the Bible; Sanctuaries 
of Worship.

CLASSIFICATION

Although the Romanesque came as a universal movement spread 
and fostered by the religious pilgrimages and crusades of 
the 1 1th and 1 2th centuries, it can be classified in a great 
many different ways. To classify it chronologically is 
impossible, authorities differ widely in dating individual 
Monuments. About all that can safely be said is that 
Lombardy was a bit in advance of other parts of Europe.

Groupings of different styles of Romanesque :-

(i) Lambardy, Tuscany, Central Italy, Apulia and Sicily,
(ii) France, Provence, Auvergne, Rhine Valley,
(iii) Burgundy, Aquitaine, Languedec.

. . . / 1 0
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F IR S T  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 into economy, is always the 
essential feature 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 in 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 first beginnings in those 
provinces where extensive survivals of Roman imperial 
building provided on object lesson which the needs of the 
age forced the Romanesque builders to apply. It was thus 
in northern Italy, 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
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Artistic activity, even if it 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 is received, preserved and handed down.

It is only during the period of renaisance»
that it wast stated that all art is one; but it 
is implicit in the interchange 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 its 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 interchange 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 in 
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 Italy and even as far 
a field 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 in 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 in the various^ churches of 
Northern Central Prance - Senlis,, lisieux,
Rouen, ^ens laon and mantes.

The high Gothic phase in 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 is 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
than any other from vandalism andsuffered more





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

f 2 , w o r k s ,  'i'h e  r e l i g i o u s  i v o r y  c a r v i n g s  
o f  G o t b ic  m eta-L

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 (bf 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

• 4- t-his is best seen in cities inlocal variant; this i*>
- Gothic churches in which the the large late uovux

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 or(, light, airy, and spacious , . mhpy are *fashion.
i e c . i U « .  w *  “ c  t

, to the Visionary glow off-fact compared
er “ They are but another of
early cathedrals.

the same development. De y m g  
ression o der supporting members,
ic form ^  pinnacles, they created
ted arches, P architecture ofnail

. ^ f0r reliS1 ^r>p.qsion IOX





t h a t  i s  s a c r e d .

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 
Gothis1 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« ■»> “ f“ «d....
sensations of romantic devotion'.'.

t  think Gothic art is the most Personally, I thinm
nf art man has come up with, that intricate piece ox

, . .. .m. The status and religiousis constructive in his time.
. v, the cathedrals were adorned set the 

scenes with which . ,,
, -,h and eternal salvation before the

imagery of faith Henri Focillon,
nftW and human term

worshiper m  new ^relation to
. , nf -Gothic humanismwho spoke of « the contrast betweenture said oi

13th Century scu  ̂  ̂ “Whereas Romanesque
a the Gothic:

the Romanesque an region of the unknown,
sculpture introduces  ̂ . t0 the innermost

r transformations,
into a maze 01 Gothic sculpture

• 'tualsecrets of the spi # We can feel the
rselves .....

tpphs us back to °u ^ uce<x oniy by works which 
intimacy of emotions pr° ̂  eternaliy remain 
despite their Sreat the figures replaced
man's contemporary' • 7 statuary a structural

The revealthe column.





element contributed to one of the basic images of 
Gothic art: The standing figure of the virgin
and child. The virgin was into the figure of the 
Northern French Cathedral: young, lovely crowned 
the Queen of Heaven, she is one of the frequent 
themes of Gothic art. Other conographic themes 
underwent similar developments. In order to represent 
ultimate truths, French Eomanesque art had usually 
employed images taken from the Apo9alypse: Christ 
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 
as fair in connection with one of its churches 
In the 17th century Gothic was still used in 
Oxford as it was regarded as the natural way 
of churches and colleges.





MANNERISM
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Mannerism is a term based upon the Italian Maniera, that is/ the manner of 
the artist's skill, to describe a Stylistic change that occurred in 
Renaissance art from 1516 A.D.

The
of

Mam

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

«erism 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 in : 

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
LiK-.. t-he works of Giulio Romano,tbrary (15 2 3) and characterises most of t
An<manati, Ligorio, Buontalenti and Vignola.

in not

The 
1550
tho

■r • co H t-he term mannerism as ealy asItalian critic Giorgio Vasari used the term 
i . ..manner of working" in order to criticize
ln the sense of "style" or formulascoated the same formulas.
Painters who untriringly rep

Pietro Bellori and Andre
" 'h',J 17th Century the theoreticians £ he ,.,aT.U:ca of
" “ I,, lt „  „ , t , 8.t. the w .,e. -------
Uch , q Titian, and Micnei«“&n great masters as Raphael, Titi
he lied to a certain form of sculpture

term mannerism can also be app  ̂elegance of Florentine■*at t exagaration 01
bfrst arose in Italy, as an q£ Michelangelo. Its early

"naissance work and the plastic streng plicate distinction;. hose worKt>
nents were Benvenuto Ce11in *̂  ̂sculpt0̂ °^ refined subtlety, whose

l<1 the Flemish-born Giovanni Bol°g"a,J d a profound influence on Pierre 
°ngated figures and smooth modeling a This generation of
ancbeviUej Xaddeo Landini, and Pletr°^ whether embodied in small-scale 
Ulpt° «  was fond of extreme Pr0p0r,t ° J ith.s work set off by cameos,
°nZe statuettes and fine piece* whose combination of imaginary
in ^ormous, almost architectural grounds an unusual appearance.

BUtes and rock-garden grottoes gave p
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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.

_ M e d M
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
-T- J o  coromnm'al style in which the artisticItaly, art turned towards a ceremonial scyx
p , inus and form is no longer felt organically andfrequently becomes the preciou

(XS c. j formula imposed from without. Thus were inwardly but J&s a fixed formula xropu
in glorification of the reigning houses, created great pictorial cycles m  gion

j nortraits and miniatures in which
as well as the early collected princely portr. « . - J i. 4 ̂ no f O i 1
the pomp i f-iniiptte was rendered in pedantic detail,of courtly etiquette w

,, , f-p-ristic of mannerist scrulpture is the strong
,he mOSt Striking Char nt. This comes to the fore in the figure
•mphasis on motifs of movem twistedscheme in which classical ponderati 
ISrpentinata, the artificia y The bronze fountain figure o£
telds to a helically ascen g (1529-1608) shows this quality.
SSffle (1563-6) by Giovanni da ^  extention ^  ^
he twist of the head, the retre _/ establish a complicated play of
rn>» and the projection o o contour. The figure is no longer
°vement which everyw ere minant vieMS but it is conceived
Signed to be seen from one nultlber of views. The
Patially as the synthesis of experience the mulptiplicityj in oraer r
Pcctator must walk aroun
p 0 nf overlappings.
t motifs and the sequence or

ion
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XT 1-n use Strident colours, geometricMannerist paintings often tended to
construction and eccentric inventions.

■j-u £ „ „as always unexpected,either decentered alongcomposition of parntxng ^  ^  ^  _  isolated
^gzagging diagonals, or fragm £ ^ ' plane. The space created
0,1 the sides/ in cornerS' or plaC£ °n ^^architecture that
^  -thods was unstable of the forms
-established an illusion with a p ^  f.gurQ serpentinata, which
satisfied a taste for the s e r p e n t i n e ^ ^ , ^  line by sudden change
w*s sometimes transformed into an ^  was ^  used for
of direction. This hard jerky roe creases. Colour was
endering fabrics with broken or dominated by bright orange,

characterised either by discordant t o ^  ^  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 h±zzare that was universal with 
ln keeping with an attraction toward
th e mannerists.

nised by a search for novelty and
^cnerist painting is also characte d £igures on complicated
e*citement leading to caprici°usly discrepancies in sc*.riM'on witi*

y el° 8 fc discrepancies in scale,cition with huge discr p
‘trapposto, asymmetrical compost ^  ̂ rk), Tintoretto and
■harsh colours. Michelangelo t1* q£ m n n e r ism but the style
Greco are the great creative expo ^  neurotic artists as
best exemplified in the paintings mannerist painters and
pianino, Rosso and Pontormo, °  ̂ Abbate, Bronzino
1lptnrs include Daniele da Volt 
^Uni and Giovanni da Bol°8n

hat wouid now be called mannerist
3esi i expressed i" w Raphael's own lastsire for a new style, P d even in P
rms . n  before 1&7  * * ,vatican gallery) began
:k ’ Can te W ' „Transfu^ati°" ( the general feeling
’ m°St n°tably in lt of two main te c architecture1S17. This was the result o 0f Raphael’ ° . that

*  stance (in the Vatican P* classical perfection
D. „ „ted a norm °1 and the opening of new

Bramante, represent ^  that rf d’ onai expressional
urther progress was possi  ̂  ̂raeans of e 

itas in the use of the nude a
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, - c f’acp^^a,, and sistine Chapel oeilingjby Michelangelof s "Battle of Cascma
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
J „  basically non-arc hi tec tural tendencies.and astonishing effects - basic y

, fl a maiera di Michelangelo)The byword of .Michelangelo's manner' (la m classical
u to break free from the bonds of classical

serve^to legitimize <*■» ^  a subjective,decoratively playful^
and move in the dir

and even at time* absurd art#/ 6

i, t n C M c ' o p O - e ^ a  ° ^  ' kJ  p * r S MeuJ lo'ii'

PabU^Wed ^ 6 .
of A - . 1

a. A , 14

P” ‘ , , Hillt c W  bJ AVX X OV-a Xi ̂ V.
3. Xb'icUeYVAnH °f L-Svtdtfn.



V I C  T_0_R_ I _A_N___ S_T_Y_ L_E

THe term Victorian in history of art reforms to certain aspects of fine 
cirtSj decorative arts, poetry, and other literature of Britain and 
^glish 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. During this period the prefix *ArtM with a

47 __u  T.r->o 11 cor) +.n doRr.-rvi Via dm

art 
to

late 19th Century, fluring this period the prefix *Art" with a capital
’A* had special significance, for it was used to describe domestic
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 * ^  . •„ exDression - each displaying the artistic
tai . “ lndlvlduallB'tlc manner of Arts and crafts movement,talent of its creator in the manner 01 t

„ o-nfniA farther that the victoraian a om the above arguement one may enectual but less was practical conformed to "aesthetic" and intellectual
the ideals of contemporary art movement.

' a any new standards the tendency in^U^iiufacturers: In the absence of any ,
--- ------ ----- . - nnd glass as well as ceramics - was

^PPlied arts - furniture textiles dornestic articles, of all kinds
X° confuse Art with Ornamentation decoration which succeed only in
Wer© over loaded with mass of appi ^  a resuit, manufacturers turned 
g a t i n g  an impression of fussiness. for the decoration of

ev®r more irrelevant sources 01 ^  offered in a choice of
produots* Furni'fcure 1**00thio styles.Etruscan. Renaissance,

^j^AM DE MORGAN f stained-glass design. He late, . . +flr in favour 01 fuctions of a designer.,
laaas a conventiona} potter. He °omb^ ttery business characteristics ^Pged and developed in P  ̂ start a P
f director and work °heB1S* * are as follows. ., ....
*  Morgans pottery decorati  ̂designs of foliage, fanciful
 ̂ They were bold but beasts.

0Hips, dragons and otne
 ̂ He used co loured lustres.

a a u a s i :  ,**«*•■*” ' »
•».=i.U..d ip , » « « •  ‘U  tI„.d .*•.*•■”
specialized in utilitariaI1 
“terra-cotta.

/l
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Significance of pottery - Art Nouveau.
%  the ©nd 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 I 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.

ives^ctorian art style was not a product or a style out of nowhere.
S e a r c h  has shown that there was a wide tange of stylistic alternat
that had been uncovered by research undermined any sense of absolute choi^ °een uncovered oy there was choice of historical
sty 6° historical standar s. *  ̂absurd state of affairs which
Was’ w ^not just 00111110 or cla6S1Ca! L  whether the British Foreign 0q£ .  Bh0W11 up by the controversies as to whether where ^

should be Gothic or a renaissance building.
f'h.g’in comes in.

-- H* PUGIN 1812 - 1852
fV, • 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

« • ‘;“ S “ ofas contemporary furniture 
°de« Pegs.

1819 ~ .d buiiding would produce a
C ^ a s t  John Ruskin argued that » aU be uplifting. To this
dU a flld  E o o l° t y  and th a t  ^  n b u il< U » f  - ^ “ h ^ f o r1 J®. located the use of colour ^  individual crafty ^
Uamen?tS’ Margaret Stree'!EiuiversiV ““^sanction was visual pleasure 
ctUre^al as in the 0xf°rd ultimate aim and^ of ^  for arts sake,
d aesthetic whose itanCe »nd

Usk m » s  18th century inne to be artistic overrode
Is  • . rentu1?  a scorn  fo r  h i s t o r i c a l
l ** t h e  l a t t e r  p a r t  o f  o*a ^  breeding ^  l8 th
,  * hp c o n s i d e r a t i o n s .  T h is had At f i r e t t t  ^  -A d * "
i t u ^ e s s  and a  c u l t  o f  o r ^  „ or "Queen £ “fu r n itu r e o f  
S e n ^  r e v i v a l  Norman ShaW® £  d e l ic a te  art

lHill0andnr>fae'te:l 8h3d0S . uberally mixed with
imSOn- certain ^  followed by

Jann , ^  led to a c simp}lCl ^rew attention of
^ °en+aneSe influenf. aev*s conscii f a c k ^ 03* ’ ŵ °uty 0f Victorian1 m a ^ tUry m°tifs» Voyeey ie  Ma vital* y
5 aei>ed o f  C^les «JntineDi 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 - I860, SEVEN LAMPS OP ARCHITECTURE 1849 and the stones of Venice 
1851 - 1853. Valuable less for judgement ad hoc than for his recognition 

the w h o le  function of the artist is to be a seeing and a feeling 
^native and that the excellence of art though reached through nature
^  is independent of representation. At this best John Rushes prose
i though in earlier work sometimes loosings of unsurpassed magnificance, tn g _ , , nf nature. In his social andrelevance, especially in the description of na .

-j iwfinence e.g unto to this (1862) the Ec°nomica writings of World wide influence e.g
J x «r>nfinue to print m  the " Corahill" ©ssay of which Thackery refused to c s .rt x Pulveris (1872) Ruskm stated

» .  (1871 - . » )  « - « *  vituM llviw >ttl ,
«  . « .  w i n . *  o.p.t.U.- * H,
tdom marched beauty and powe

^tobiograpijy in Praeterita. * * * * * 6 * * 9

WILLIAM (18^4 - ,1§2£l' r and craftsman and socialist. At
an English writer designer commissioned the *Red

brr , .. Thi-rne Jones in W ?^ 0rd I8 5 3 - 1855 he met Burn ,oname increasingly involvedWottis peoaiuc-
Was

in.. jû ne Jones inI8 5 3 - 1855 he met Burn honame increasingly involved_o7r Morris became“Use" from P# Hebb. From lofo publish poetry lecture on. u he continue^
xtical activities althoug crafts until his death.

Cities and take up and master
, bis ideas was appalled by, influenced his i°*

^ris like Ruskin who strongly «   ̂ ^  believed that art derived
6 deadening effect of industria !■ • ^  work and that of

workman*s pleasure is hie daily was t.he expression of this
i1C°t'ation. The beginning 01

Qaaurft ...raise the condition of
r. art must D*?ft Kirth of a* n̂irictions were closely9 first move towards rebirt tistic oonviotio

* - s  Morris* which was ^
■^woven. This craft tbeo with his ^  ^  ^  design
Ration for the middle ^  tW founding ^
ury English art had o ^  furniture or ^  Hebb.
manufacture wall paP®r6 ti Ford Mado
d Jones R°ssettdesigners were Burue -lot



••o•/ A «+ nf Morris' work*
+ was "the develops® process

-  »* «.*«»« “,“"id ™T“ >-
ll* °°“ ern *“ * I- l” ““ r :  Lrri.md honour his mat living pattern (opened l89l)
». .!.W . •'«»” *■ “ 1  r „
...ign. » a » P * - a “ * influential leaching « -
fts a book dosiguou uaB eVen ™ poiitioal uritiug in
• Morris imP°rin typography*

1. TO THE RO«I»° »  °P l8"
2. A DREAM OP JOHN BADE l ® 6 “
1. NEVIS PROM NOWHERB l88° for il is crucia

,»« tea A i. n o - * ®
his poetry may he iraP°rtan' fUx" and colored i»

;ion that they were ''C° °
r include:- „
THE DEFENCE OF CHENEY 
THE EARTHLY PARADISE 
POEMS BY THE WAY

1

- —MS BY THE "AX painter
_ 1§2£ • t who became a P

a an Englis ^  BosSet strong!? ^  Jones
t h e  in f lu e n c e  o l i t l 8 .  b ^  ^  a n d ^  • ^  u t e r a ry

itic phase of Pr« % i0  RaPhaeHteS ^  ^ U *  >
lantegua during bis 18 of d MalorY {

d social cuanoer world ot
>d the vigour an Mvihol0^ '  aent®d a ,, tones and„ Greco W * “ repr08<? - . subdued tonees chiefly from pi0tnre6 worked m  influential
ntic and unhistorica ism. eau. H® ** f r whom he also ̂ „„ Industry jj0uv uiliiam f°r
the 19th C- tUrycootributed W  d Morri® 

manner which £0l. hi6

.en.s for stained gXa 
ed books* the "Bed House" at

1915. the arob1'1®0 s ty le  of the
WEBB 183L T J 2-2 jn as „,„rris. ^  later work
-------  „t Eb° .1Uan>B0 But «ebbS
o r ia n  a r c h i t e c t  be Wi ^ d l#v* l .  atld he «*9
h e a l t h  Kent f o r  hlS s l i g b ^  Mor r i 9 ° f n rn i tn r0 desijhx® 
i s  s im p le , r e l a * 0d s -1* w0rk **

•e fo rm a l .  His o - £



j j W E  G ABR TE I. R O SS E T T I  1828 -  1882

^glish poet and painter - founder of pre-Raphaelite brotherhood 
Ws mystical poem. The "blessed DAMOZEL appeared in its Periodical, 
THE — _____ . - ________ «hows variously the seasons aspect

and

mystical poem. The "blessed DAMUhhb appear «
THE GEHM (1 8 5 0) Rossetti's poetry shows variously the seasons aspect
of Romantism and Italian poets especially Dante. Hxs poe
- o ~ . l o n . U j r  ovor-wrough! » S  d . r i v . t l v o  h.« ^  ” " ' * 1 *
„ Tvnical examples are "My Sisters
» « » « !  g i f ,  g iv ,  l . « P » a»  «  „ w „ o ,  THE HOUSE
^leepti ^  the balled "Sister Hellen an

LIFE.
■Mnn was out of sympathy with

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

lEm and moral earnestness of naifiting of his earlymost famous paiukAUo v
Caply association was brief. The m (185O - i860). Rossetti
p0riod is ECCE, ANCILLA DOMINI l85°> are his drawing of his
w°rked chiefly in water color. Also imP° Qf h<_r ,Beate Beatrix
“if® - Elizabeth Siddal and the idea^ Z® with an ideal of femine3h- • - ___ __ Rossetti » _: ~ Elizabeth Siddal and t h ®_1 etti with an ideal of femine
le tad Mrs William Morris provided os ^  painting were chiefly

b©ail+ + Jn his work#auty which is recurrent m
011 Arthirian and Dantesque tR0"108*

^ S l ^ ADOX BROWN 1821 T_J§22 ,ed ,n totwerp Paris and Rome
painter born in France and ^  „„ l848 Rossetti

Whei>e ta joined J.F. Overbade. pre_RaPhaelitee who
se his pupil and ^  1855- He was a partner

q-a. , +he »»THE hAbi panlkener etc,cted his work e.g ̂ e Marshall
er in the
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REALISM

g»s// 3M/2S
D < .'J< r ,N  7T

( « • ' 1

Introduction
. f reaiism was current in the art crxtxcxsirr The concept of realism

-1QV3 used the term to indicate an of Gustave Planche who in 18
, ... of imagination but sprang from aart that was not the fruit
-,n nature and with truth". Champfleury, 

"hand-to-hand combat with
1 •£ied 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
■ h that realism was applicable to the 

aspect of life, sia ^  ^  extension the influence
total mastery of reality- ^  ^  expreSsion
°f literary criticism made „> describing the

i 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
In F r a n c e ,  r e a l i sm ^  ^  conversations h e ld  between

°ccured about 1 8 4 6, as a resU^  ^ ^ flexury and the poet
the painter Courbet, the his painting he had

• cted tna1-
max Nichon. Courbet m sl ^  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 i
a . uaS of Prime , the daily toil ofScandal. Millet was . tion °f thy.-jg deP , hardly ss
of realism, but today ritualizatl°n 'e goleron rl _ caricatures, too
the fields are seen a politlcapautf11 iv years of
0« , o h , d „ort, „,y not b.

£lS»C'a ”  „i l W t » " 4 ”*°" s>10„ of « « •
« *  c o u r P-..0**"*’ ioa ln

c°nsidered as i s o i a ^  preSented
• rings ^ re F ___________.e many pain -

. ■ - - -. • '
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s h o w e d  t h e i r  d i r e c t ,  u n q u a l i f i e d  o b s e r v a t io n s  o f  d a i l y  l i f e  

N o r  d i d  r e a l i s m  a f f e c t  o n ly  l i f e  o n ly  g e n re  a r t ;  m any o f  

t h e  la n d s c a p e s  o f  c o n s t a b le  i n  E n g la n d  a n d  T h e o d o re  

P o u s s e o u  a n d  D a u b ig n y  i n  F ra n c e  a re  u n s e n t im e n t a l iz e d  

r e c o r d i n g s .  T h e  r e a l i s m  o f  th e  1 9 th  C e n t r u y  th e n  a t  l e a s t

t h e m a t i c a l l y  la n d  e v e n  i n  t h e  h a n d l in g  i n  c e r t a i n  o f

__ t-he way for impressionism. Courbet's landscapes paves th Y

,  a d e s  o f  t h e  2 0 th  C e n t u r y ,  i n  
I n  t h e  f i r s t  tw o  d e c a d e s  o

. h+. c la im e d  t h a t  t h e i r  p a i n t i n g s  
t h e  U n i t e d  S t a t e s ,  t h e  e ig

* f  l i f e .  The f i r s t  g ro u p
r e f l e c t e d  t h e  a c t u a l  conditions

• t i e s ,  t h e y  sh o w e d  p o v e r t y  
t o  d e p i c t  a c t i v i t i e s  w i t h i n  o M  p e o ;l t i e s  —

. tue Albright potrayed old people 
itive virtue.
-LU  ̂ --- Wonnp*l" ° "  “  * ,m M  o£ po«.£,«io„, »°PP=

w h o s e  f l e s h  w a s  i n  a s ^  u f e  . r  s m a l l  m id  W e s te rn

c ° n c e n t r a t e d  o n  t h e  l o n e i m  ^  G ro s z  d w e l t  o n
•n Germany/ ^

towns. m  the 1930's vitrolic indictments of
s°cial injustice and Pr°-̂ This however was a

Drovincialism*
Germany militarism ana u ealism, as encompassing

. finiti°n of re
return to a narrower a . Qf its unpleasant

but only certai 
the whole of bUt

aspects.

-,4- -j nnals
^  M 8 1 9Gustave Courbet ^ - --- ^  this movement was

rho gave a na studied at theThe painter who 9 painter, who
He was a F 1839 went to Pans,

re Courbet. n and in
i of Besanc - painting,ichnical School of U y  to take

hut ^
to study laW'
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I n  P a r i s ,  h e  b o l d l y  ig n o r e d  th e  t e n e t s  o f  a c a d e m ic  t e a c h e r s  

( S te u b e n  a n d  H e s s e ) . I n s t e a d  he t a u g h t  h im s e l f  th e  

r u d im e n t s  o f  p a i n t i n g  r e g a r d in g  h im s e l f  as  th e  p u p i l  o f  

n a t u r e " .

i n

After unsuccessful attempt at narrative painting, he 
soon found more congenial expression of his talent in 
Portraiture and landscape. A flavor of romantic sentiment 
sti U  clings to his early works, particularly to "the Girl 

a Hammock" (1844) and to the drmatized self portraits
"self portrait with Dog" (1842), "woupded man" (1844)

/i 044) "T h e  L o v e r s "  (1845,) and an<* "Man w i t h  L e a t h e r  B e l t "  ( 1 8 4 4 ) .

"M /inKl The essential features of hisMan with the Pipe" (1845). The es
« y l .  already appears nearly f“ “ d' In “ *”
M  large ,„d ruggedly 'h*

* lirrht and shadow. The n°lded in strong contrast of 1 9
. n+. sometimes applied with

3ehsuous richness of the figmen ,
. , f , s r e l i s h  f o r  t h e  p h y s i c a l

:he Palette knife betrays Cour
, p r  c o lo u r s  a r e  m o re  in t e n s e

;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

St°ne breakers" and Funer Courbet had
- oT.al at Ornans ,
the salon. In the "Fun ^  an actual scene of

t̂ended to present the Fu ^  grave in their
eirgy and peasants surroun attention likelittle or no
(nday best clothes but PaY  ̂background of black

d°g present. This is agal
Scape.
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Courbet did not pioneer a new. technique; his practice 
°f modelling forms in 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 in matter -
Physical experience strongly savared was his chief
inspi

tfxperlenuc •=> -a
. x.  ̂ ahQtract ideality, and poetic ^ration. He rejected abstrac

_ • fhp flesh of fruits oreffects. He was at his best painting the

belie,, fur of •»»»'*'
flowers. Be bad » *««” ” USh, -ic f-he occasional

rilliance of his brushwork conce 
cru„ . . , He overcale painting problems

Cities of his drawing. ,
th , nf his cautious and learned
hhat were beyond the reach of h^ i and studio paintings.
Contemporaries e .g. in the funera

°ther paintings of his include:

1 )
2 )
3)
4)
5)
6 )

Wrestlers and Bathers 
tillage Ladies (1851)
The Encounter
^rain Sifters
Th e  s t u d i o  , l 85 7 )he seine I-10
Ihe Young Womon  ̂

hunter's Panic (1857) 
buttling's Stags (l86l)
De0t in the Forest (l86 
^Uc*e the Parrot (ls66)
The Grotto (1 8 6 4)
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l2) The Wave (1870) 
l3> Apples (1871)
14) Return from the Conference (1863) Destroyed.

He
to

mmp from landscapes to figures.
He extended this progra

, from peasant life as rt really was, 
wanted to paint scenes fro p
n • „ they worked on fiel •Paint men and women as

1nsn (1859) and "The Gleaners" 
e 4-he "Angelas iSuch pictures as idea rather thanto secure an

<l857), illustrate his rntentro ^  ^ ewise empioyed to 
eaHstic accuracy. c°^ 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 ^  the form f°r the ideas
t<>n" «£ his subject. Mill" 1 06“ in” d „ith •
Us a had been confron

exPerienced after he
^tnv e by three steps.

i) ^lrst he saw
' ' ̂ Then dreamt eSulti-n9 imag
*ii) Dainted th&and thirdly he P . ..v and

d simp1101 y
he achieVe

By this proces
Mentality. hat of Alexander

.tyl. Sinilar "  ted for °fHe worked in a lariy n°'Sk
tisl Decamps and was Pr\. » , id tTe •
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Eugene Fromentin. (1820-1876)

land
°n that

.. +̂-nHin of a convectionalHe was trained in the stud
r r ^ h a t  H o w e v e r, he b a se d  h is

a p e  p a i n t e r ,  L o u is  C a b a t.

a h iq  technique. A trip e a r l y  
o f  D e l a c r o i x  and h i

T,-i+-h th e  subject ma1

style 
in his

o f  D e l a c r o i x  a n d  h i s

U fe to Algeria supplied Fromentin with the subject ma 
£ „„p of the first as we
for hi

as the

Algeria supplied Fromeuc
 ̂-f +-he first as well 

s paintings and placed him as one
foremost "orientalist

«  o£ .» 1 “ Pealtl“

to Algeria, Fromentin had painting
°bservations and gave his roman the

•i of costumes
re^listic accuracy in the detai 
ePiction of customs.

. of the nineteenth century
As many other artis d essays. Tnovel5Sr er of novels and essays.

0n>entin was a gifted write # marked by the
- no*Ciwas a gifted wxx«~r marked by the same

. _ •• Domini^116
terary style of his novel  ̂ style. He made a

^hsi+-* • oc his # rid Dutch art.1txve observation a p]_emish a
aiUaKl .nteeth-Century especially the

able study of Seven school/
. f r̂ raisal of f the subjectivity

ntin based his aPP idea °p. , c on ni . ,he manner of
rk Of Rembrandt and Rubens, oniy in
f art- • that realty 6X1 nd paintings of

^-tstic vision, th pj-oces
• 4-pchnical F and other

He analysed the R0usseaU' mination
heSe Asters from whom Making bi* fche
^ U c i s t s  had drawn . gt, he th- ^  ^  first
^  point of view of an q£ art, and to light
^  tor subject matter *  3 g, realistic

^  ®xPlained the value °f C° irati- * *  
it . in hi3 3s organization.



and in sPite
. cts by the g a r l a n d  was

ctrayal of ob^e ivity of vxsx°n, ^  their
his belief inthesubl ^ 3^  ,

f ,is contemporary*' BaUdelaxre
tical of hx differed le the

Fron\entin in his am
, Of drawxng• reconcxie the

artist ca f form ana
retained that an qentati°n °

_  linear repr®3
ion of the resentatx°n-
:ion of chromatic rep

n m 9-l883L  arist°cratlC ^Manet. ------ fr0tB an afterwh0 came «r s Contur
French pai»**' ^  ^ i c i a n  ^  i „ d ^
me a student ° j^ong hlS
j his Naval Train

Abs i n t h e  D r i n k e r

sPani s h  G u i t a r playet
°

provo£ his ^
ohjeC

lead

r l/&e
L e  D e je u n e r  Su ^ t h e p

hos^ility from the Pu.t»dic
and
an^

d &eXi

Coiubination of nude «o»e inhars‘

rbe PaJ"' Many
ores5' the Y1-

cl°^efolW
. i nUt

axnt^g

in

ted the
t e m p o scon

co
an< ateless

ind

on two

^ss. O t h e r s  f o u n d  - paS e "  nd i ' s „ i n gManet imen0 teducing
nio F<1 By 1

conce£t £ign£eS f nuance-
*el and Giorgione . the ^

it hi5 en9tâ in<3

early
of
the

^tse in concept!011’
+.> nf ^ai:<

^  C e n t u r y  W o r k s  ° in pritillant

St
ion of tones and shovA

in<3

;ff°ct ol to
Ae'’olirm

■hatac
tê Lim°at dire<

he created the
tial5'

d 0

^ P e d  to the essen chapky
and P0 s

tê lsh

<
im p e r s o n a l  c o l o u r

was
>r°Petti

eS

C° h c e r n e d  w i t h  t h e  17 i l t , j ° c t

pe

mat

cuilat
to pa1nt1

i.n<3

Î anet 
ind

-t®*'



By  s u p p r e s s in g  v a lu e s  f o r e ig n  . t o  p a in t i n g ,  by  o f f e r i n g

n °  e x t r a p i c t o r i a l  m e s s a g e , M a n e t in a u g u r a te d  m odern  p a in t i n g .  
Th

b e  w a s  n o t  o p p o s e d  t o  r e p r e s e n t a t io n ,  M anet f r e e d  a r t  

t h e  t y r a n n y  o f  s u b j e c t  m a t t e r .  M a n e t had  no p ro g ra m ; he 

Seem ed t o  h a v e  b e e n  a r e v o l u t i o n a r y  i n  s p i t e  o f  h im s e l f .

M anet p a i n t e d  a n u m b e r o f  s e a s c a p e s  i n  o i l  and w a te r  

C o l° u r .  He b e g a n  t o  p a i n t  i n  a m anne r c lo s e  t o  th e

imPtessionists with the encouragement of Berth Marisot and
W o rk e d  * i _ _ . .......................  o a le t t e  bcame l i g h t e r ,  h is

Ch°ice
foj
u

Lonists with the e n c o u w y c ^ ----
-i . nalette bcame lighter, hisalongside M a n e t .  Manet s p

O f  c o l o u r  m o re  v a r i e d .  He a b a n d o n e d ^ s tu d io  s i t u a t i o n s  

m o s t  p a r t  a n d  p a i n t e d  t y p i c a l  im p r e s s io n is t  s u b je c t ;

monf. o f  a t h e a t e r  c ro w d ,
f i l l e d  la n d s c a p e s ,  t h e  m ove

., +-4-OC; He painted
9 h t

j- t ;u  la n a s c a p e s ,  - . . ,
inf: • ipt-tes. He painted. 4. 4-heir toilettes.a i. views of women at tne
s e v 6 f  f  „ c h gourmet fo o  , as

still-lifes usually of
a Spa d f lo w e r  p ie c e s .

a 9 u s ,  o y s t e r s ,  a n d  le m o n

was one o f  th e  f i n e s t  
it . Rpircr®*̂ "̂ ^

B a r  a t  t h e  F o l i o s  -  a o r i a  o f  l i g h t

*  k  i. .t s late pictures. counter m
i r l  b e h in d  th e

H i i t t e r . Surrounding the t0 sports
- ^ t  re d u c e s

of pure sentation, Man c t io n  because he

P a t c h e s  o f  t o n e s .  He ‘

!sses Datfprn

a (1840-1902) . rt and literature.
. x.e r e s t  in

he  h a d  i * t e  g iv e  up h is•n m  France he sllccess to y
d suffiCien p 0f his first

1866 Zola had ha iter. 0n „
g la n c e  „LeVenement

nd became a f r e  n e w s P a P e a series
of l866‘$al°n

r* for
i ,  a s  a r e v ie w the
o  4- V-1 ̂

. _ .• cm O



rel0l«». “« d*tin,a ”  ,u6i.cUvi».
o r i g i n  t pl„ « a  ~  “  “ U  ' nrt .. « -

. o r B i n ^  »  « - « - * ■ ’ „  ,rt. -  ““. i conventions
stacked the socia indigtatl°n'

It ai°use . +-he reject^onrue artist. quPP°rtin^
. „  « i «  «CTl*“S a al>ptovi»g « •

Bo continoe s„bi«rt‘' re. 4  i“at
1 and hist°rl col°ur" & fif mythologies and broken in the era o

— * of * *  —  ^ c e s  ^  it is

-  *“  “  * * * * * *  i» « *  ** - ^ T U  -  " *
its creation, and b is the Purp ^  expiored the
harmony with its age- oUs ***' the deadening

° ~ e .  Xn -  ^  ̂  ^  ̂

earthy material in a ^ re
rary li£e * inf^enC;ct of conteiup0 ati°n ^  rial^irc^a .  ̂to social

cism had a wide attenti° his
„a attracte t tellrng «a

, _ writing „ The »°All Zola s reform-
nt need °£

itions in ut9e had
n 8 98) • ■ ati°nr

or -J' accuse" .Beni*1 ,.ry in»oV“M r “
„ free *c W  ,r«»* 111

°» his " * * “ „ on. ’ned<3eCl-ady been achno^ , cental'
the second hal£
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"The Music Room" (1860) shows.Whistler moving away 
from Courbet towards his characteristic interest in 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 first etching called "French Set" or

itioro -« TT-f-r-h-ina" from nature were publishede correctly "Twelve Etching t

ln London in 1859.
_ more important medium for him andLithography became

,• . .hp early 1890's. Whistler was
fact dominated his output in

more OF • <= a painter but his graphic work reveals°f an innovator as a p
his . draftman. His keen observation

thorough proficiency as ug ^as influenced into
his incorruptibly tasteful eye.

winter, Thomas Way.
U t ho by a commercial lithographic P

his Pointings include:~

The A r t i s t  in His Studio (l86
2

Lhe A rtist's Mother (1871)
Ai-r • rypiV and Black.rrangement in Gray
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 F rench 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

to Use
umat

nf,;nPq in 1876. In 1881 he began He made his first monotypes m i
. 4-^ make his sculptures. Degas as an pas t e l  and started to max

-I., in the actio:
>astel and started w

iiarly interested in the action- e ur p h o t o g r a p h e r , was particular y
* working and running nude figures and photographs of wor 9-9Uence pnotograpns ux --  -

0=11 . . hv the Philadelphia photographeriloping horses taken by
' , . treat of moving horses,
b r i d g e ,  and these influenced his

„ his art by degrees. In order to lean, 
Degas developed

 ̂ . The copies are mostly
c°Pied old master paintings. stalls and4- nnlv those details ana

,c°»Plete, since he searched out
- . His first paintings, mostly
a9ments that impressed him. formal. After 1865, his
> tiff and tor

truits of his friends wer they had been
-9Ures k  relaxed and appear aes became more reia^ the example of Manet

a eye*°ff guard by a came Figures dominated
. and the seas

tinted the racetracK a organically functioning
W °rks. He showed them as acti • -

Is
tks. He showed them as unconsciously. capturmg a v
• He sought accuracy formless shapes

of H neHe preferred the us ith momentary aspect.
y. concerne

net and was very m uC
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His e tchings include:-

1 * Once a Week (1859)

2 * Thomas Set (1871)

3- Amsterdam Set (1890)

Edgar

was 
li

Degas. (18 3 4 -1
i his sight affected by illnessA French painter who had m s  s±y

„ . pyrhanae at New Orleans". This He painted "The Cotton Exchang
___ -I ri fVio A r* +- i c

the 

■̂etime

He painted "’m e
• w A  bv a museum in the Artist's on l y  work to be acquired by

}

„tvDes in 1876. In 1881 he began 
He made his first monotypes

. 4. ma)ce his sculptures. Degas as an 
p a s t e l  and started to .

larlv interested in the action 
nat®ur photographer, was particularly

, • „ and running nude figures and 
W h e n c e  pho t o g r a p h s  of working

hiladelphia photoyrapner 
g a U o p ing horses taken by the philad

, hf, treat of moving horse,
^bri

i°ping horses taken Y of moving horses.
it3ge, and these influenced

In order to lean,. art by degrees.
Degas developed his . are mostly

• as. The copc°Pied old master paintm ihose details and, out only those
3n,Plete, since he searche „aintings, mostly

His firS F
?nients that impressed him. formal. After 1865, his

a Stiff an<5r a its of his friends wer they had been
j appear as

ltes b e c a m e  more relaxed ^  had the example of Manet

,ht Off guard by » <=*"«* *,e'
P a i n t e d  the racetrack and  ̂ 0rganically functlon g

*»■*.. H, «bo«.d 1 M  •
**■ ». sought in C"  to fb« *“ ‘la*S a"aP“

«« pr.ferr.d *W *0t'
ah e +- _  3 ___ „ much don^eand was very



12

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 flopping in a chair exhausted or striking creative
gesture s.

Like other impress
and -psavoured spectrum colours

ionists, began used broken colour

In his last exhibition, 
Lathing, drying themselves, 

<JreSsea and so on. The late Dega 
'Jbently dazzling in the use 

however generalise<̂  *
in

Degas exhibited a number of 
combing their hair, getting 

is work are luminous, 
colour and yet grounded in 

ffect and ultimately symbolic

Rodin. (1840-191^2. hp began drawing
^ ---------- and draftman.

A French Sculpt°r corative art. In this
the Petite E c o l e , a school ° ^  deCOrative styles,
Qoi '.,^no taste i nniv d;he developed a strong £orms.

i„ r . U « »  *"d >0PP ' eived ̂ D^din  ̂ _i

He not only drew and

e<3 but also painted- R dec0rator, doing sma 

Culptor Barye. He b&ca
insss and busts, as wel

^hhologicai character-

S

lti

-ses of erotic
« i i « «  tor ”



se" based on..h a broken n"Man v/itn der its
He produced which was change

tudy of ancient Roman f a R0man" •
riginal title to "P°rtra of Rodin's cast

an imp°rtant P lay, and
Subject matt aS m

. bronze as « diiemma 01
sculpture. It waS 1 . thoughts °n„-t intimate expressed.
plaster, that his ™ ^  ro0dern society
the private human bei 9 s of hlS a9 His

y o 3, wea^11 ..witing-
Rodin probed the m ^ . ^ y ,  and s ^ a p h  of the
conditions of distres , ^  ^  £lesh as * ^  aS being

aesthetic by his beli nonthetor:LC rebel- as
^  transi®nt' eXa®ple asspirit and in the personal on modern

By hlS t impact
tooted in the sou • a 9r

he e*ert
much as by his art, 
sculpture.

includ® wished d 877)
, cculptureS a The VangSome of Scu e -tied

originalWAge of Bronze 
2- John the Baptist 
^% Walking Man

Divine Comedy 
 ̂• Gates of Eeld 
 ̂% Adam and Eve 

The Kiss 
 ̂% The Thinker

Fugitive L°ve 
10• Ugo Lino and »is

sonS-
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Conclusion -*
r t h i s  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„P c and that workers or peasants 
r e p resent dignified personages,

„ n1v for genre scenes in the tradition 
Provide suitable subject only

°f the Dutch Masters.

£efe:

i) M c G r a w - H i l l  Die

ii) Add A documentary

N.

5303 
D64 
1957 
V. 3

of ArtIctionary
1 -5  A .D .D .  L i b r a r y

history of art

Story of art
Add
N.
53OO

G6
i960



f o r m  c o n t e n t appr e c i a ti o n= c:=: = = = = = :=!= = = S=I-
IMPRESSIONISMC3S2SSSS —S-

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 
m°vement in painting just after t e ^  Qr Impressionism of the

the peak of achievement towards true r,a l“hi(| movement were influenced not
Object before the artist, the painter ° ^  ^  a ls 0 by the work of
°nly by the earlier French painters m  Constable. The origin of the
the two English landscape painters Turne^ ^  & pioture painter by Cl^ud 
name or imnressionisi 00 The name was first app ie

A

uj xhe earlier rrenou.  ̂ , 0onstaDJ.?*
"Q6 two English landscape painters Turne^ ^  ^ pioture painter by Cl̂ ud 
Ilanie Impressionism or impressionist c° #l> The name was first aPP ie
^  this was entitled impression ^  exhibition in Paris in 1874. °t 
as a sneer against them when they be CtfBiile Pisarro, Alfred is y
-era 0f the impressionist movement ^  ^  Cesanne Edg.Degas,

d later artists like Pierre Augu impre s s i o m s t  * effect
-he Boudin and Berthe «oris« r * . ^  ^  ^  ^

d with light, seeking ^  in front o f ^ h e ^ ^  ^  ^
Ught in au  its faoats upon ^  ^  have a pa ^  separated,

Vlo<? they Chose to achieve t loUr with shor , worked out
^  colours. They broken c o l o u r - o ^
metim©s completely separate ^  ved the eye and B* ^  soene they sa„.
; SU°b a way that the whole i '  ^  atraospher ^  ^  many earlier 
the wonderful freshness, ° c0uld in°lu * y it can be seen in
its broadest sense I»P^9Sl°” ,B is ° principles, his
i« * « , « .  * , « . » »  ; «, . « * «  m p  «

W°nderful brushwork that h m0re ihat wiiiiam Hogarth achl<?
br^e i-+n seeiUf by through the°nderful brushwork ^  more william Hog

. „ +0 seein  ̂ i« by , through the ,
‘̂ s deceive the eye 1 shri^P aj]y he trace
o x uice ,The -on natural^ can haVe been
°0Untry, potraits llk ^cie* of Painte '
lame effect, the same ^ j e .  ^  ’effect, the sw*
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 
Servi0e they had given not only to art but the public. The simplicity of
ma«y of their paintings is.'deception, yet few of this type of subject

4.1 • _c +Hp wonderful aethetic cipprecist ion01 they chose can quite bring across the wonoen
rv _ _ _: ̂ ni o + ur'oc r» 1 ncolias
it

•J V V ^  CV4 1 Vj V V — V--

those by these painters. Possibly if one examines these pictures closely 
noonly the broken colour, the clean colours they applied, but it is 

a U o  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 picture. Fewlnto the mind of the painter whe vPin+ , . + Vip artists’ lifetime. Yet todayPl0t^ o  that have fetched so little m  the artis
hey fetch the highest figures in the sale room.

Ulan Rn^rnpaedia g L J S i^ ^ --------
„ . . rlv coined by a journalist named Louis
0rd impressionism was origina • ^  Group Exhibition in 1874

y in a review of the 1st Impressionis^^^ and it was intended to be
ish*d in the satirical m a .g ^ in e  * * a Sunrise, Le Havre (1874)
-sive. Pictures such as Monets 
rOUst an iimpression1 o f nature

„ patrons of the annual that could
,Es^blishement _ the organiser® «* a strong narrative content,

break a reputation approved o f .tfi idealised forms especially
*  ^eree of finish and teebnioa ^  and subte modulations in
°f bhe fem ale  nude, but also «> ehallenged this doctrine, pom
irin„ Impressi°Dls Manefs Olympia everyday
lo "* and ehading- The laJised nude eg. »*> ^  ^ r i e s
ltlt* The valued the unifl oVertones eg.

» co m p o s itio n  th a t  emP ■ and whi &t the s jce
* a s  in  Degas. Dancers on J  ^  w itb f r ^ stm in s te r . Above a l l ,

at the stage and whic ,s Thames a d out of doors
Ully in landscapes as *n m of lanosoaP boW forms and

‘V i ;  ^ t l t l o s P b e r e  and the o p tic a l
Uld truthfully r e c o r d  ^  jigfct an '
S w^re affected by th<? p l3 ^



• • . / l  ae V oisi^6'

%Q Bn‘tr̂ e. pissat*0 
_f  distance as 1

ustortxon of 01

. 1 ,to' 'finitxon of imp w
dictiona;

;S1U *vre
s^ioni Saji!— *' onW sl,0“e
-----  .«<» "  w « »a

, np -  a * *  0f Pof the ^ pre8S{5o0rro through ̂ ch
f of-intin? mati°n 1 is the f r bet«een

listen Of a * *  0 ^  tbe * *  *t. *  a
b first signs «e the 20th o®«^ ooUrse » *  it « « * « *
•3or repurcussion 0 rŷ is ^  and ^
i impression is e*Prur impressl°n Pie»rro
natural scene and ° nt «** l8Al. O j Z ^ ^ ^ o  ^
be impression in a -o a»d «- coin®

„ •‘bet*1

pression is eSs ^ ‘ ^ r r o
,ural scene ana « t „*• ^

impression 1» * „  tf* *  ope0 ait 6-

+ s were b°rI1 ** .pted in
impressionxs caPeS e0onoii11

0 -  1903, whose 0n i s®* -»d V1 - - = i0
.  _ impr®001

npressionists apee ^  reconci^6

- 1903’ T  L p - s9ionis"‘ . w  o ^ ; ; ; =-ssicaa factor of siot>is®
qiT, he08®6 in>PreS

£d Mpnet. 1834 - 1 de^lC®6 ionists ^
,_____ „ fl stylietl . • ... impr®6Sl

XB3A - ^  devices o< 4*. ^  who
imagery ana e t* U  ng. ^tb ^

U i 0 n 0 f " r0 f l a n , - ^
-&S1SL 1839 impr06Sl°° * painToti°° °f °ptlCal
t s e e n  a s  a  P° t r i 11* ^  d ef1

v> p rrreat1926. tb , who 0&r 0f the &
> Monet 1840 " pftie nme otl
-----------  .. th e  s1 t,e°°and certain^? ^as t
tions the further- ^ 9,

£e_AupiBte_Henor£ ^ 0>
era of the femal®

•/4



• • • • /4

, • A Jonpkind liked to work-outdoors
^ s t s  such as Monet, Boudin an ’ and stronger colours
Pointed much more freely anc used m 
t° record, light and atmosphere.

And Tpohnique
h Kis but still combined with light,

Th* Bathers by Benoir shows lii^ar emp his perennial delight
Cl(?ar colours of Impressionism. Ren01 ^  raore hotter. Monets
ia female body. hater his in paintings illustrating a
Phreued increasing subtle effects o ^  ^  ^  year or even of the day.
®rtain place or motif at diff ^  impressionist style

He realised that the richness and >°ld^ t" tfa8 itSelf Part of the
Ct>eated to convey truthfully Tbe strokes of pal“
thin§ seen as in Thames in Ke6t" ^  fcold pattrn of an alm°̂

^gg e e t  Water but also constlt“ affects in f°rma * ±enous
^ nd* Monet found richer a"dJ onghip to natural f°r"^ ^  accurate

d Webs of colour whose: rela Drys HerE<? . the increasi
- - _ncpd as 1

* d webs of colour whose: ve a Woman Drys Herse the inoreasing
ia°Vas an°' pastel were used  a e f { e c i ,  Monet gl ^  (tidy up. the
0r»s and lighting in the fxna llePissaro soU® orderly pattern, 
^eedom of the brush strokes Cami^ ^  colour into or
;yl* by breaking up the strokes

jmpresRionism impressionists reali
• after x in theT nressio^sm win*** out

a simply means 1aft*r for theITlS Oiours sought to
 ̂ they had  c r e a t e d  an ltnp gtr0ng °lea
atings the feeling of l l g

Qt*Phi ■Lapj-i .



se

** strokes of the brush were arranged parallel to each other so as
t o a H /-) 4.to the overall coherence of the design and constribute to its
w e i 4.

b  ̂ and stability. He was not interested in how sunlight dissolves
orm but in how their colouring changes in rela'tism to sunshine, shadow
^  shadow could reinforce structure. In effect Cfcsanne's potrait
1S mUcb cooler, seemingly less involved and has no obvious social or 
Poycu ,

°g‘ical overtones.

SSfiPge q„. . * u nrips of colour harmoney and inn T ^ - S e u r a t  became fascinated with theories
nn+ iust strokes of colour but ^  Ulaj. with a method of juxtaposing no J

30 °0<1stituent ingredients of a particular tore. ,

'taw ri m -lion had an influence from Japane
7 ^ - ^ o u l o s i c e  - Lautrec-s ° o » p o « ^  si„gers ^  dancers

> P e r / 1""8* Wany °f hiE b6St right of their short lived fame. He 
Put °I'merS °f the at the e f oosters which had a feeling for
, ^ o n g  the greatest design^1*8 0 
e e*hey eg. Dance 0f the Moulin Rouge.

ost intense pictures. Always
- created- the movements m ^  ^  ^  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^ t o ^ - a i c .  ^  

i«s temperament, tboUghts with simpler
nted to invoke beau » and ^  sucb as The7 nted *«» invoke beautu a„d more - ^  ^  ^
a style that was at one ion of f0

« , . +he cono*
barbaric, aspiring

Sermon.

%%'/6
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^Sihg-Morisnt. (1849 - 1895)

H9r *a rly  works Uke view of the Little of Lorient were strongly influenced

by h*r master. She turned to open air painting and gradually evovl
P h o n a l technique based on broad brush strokes freely aPP »• ln a

to her composition eg•
Actions, which impart unaffected ig Impressionismy°un<> u ,hB o+arted moving away from Impressionism

Pen/ “  dreSSed f°r a d neglected form but retained
ering the subtleties of atmosphere an oustand

of iigM „ d  .
1 y to her water colours. (

(1824 - 1893)

Was
3Oft li

and limpid atmosphere effects, a
a Painter of the Channel, sky, an brighter relief the

1 4- rMinhing 11 TT_ ...
playing over the sea and with iridescent waves.

° ^ S cPinolined women on beaches fringe ^  ̂  flic!ced of the f

He was
'UPS crinolined women on beaches h flicked of the fleeting

with drawings and sketches where 1 6(000 drawings in pastel and
„ . . his eye* He ~ rlc and Crinolinas on th

Ute* 1 °rmS that cought h . commercial Vo°k
&ac C°lours* some of h i s  works ar

^rouville.

*0$
** itebete

N

^•CBER. B05/1333/85

Cu
11
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Galia'7*CrTi) N(f L00 ‘n th° Tui,eries Garden5'1062

olVoisins-
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f le rgo  ^ Sante-M am rves. 18^®
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19th CENTURY

V Left ■ AUGUSTE RENOIR The Bathers. 
H 1887.46f x67 i in (116-8 x 170-8 cm).

Philadelphia Museum of Art

EDGAR

J S S f S  ■AUGUSTE RENOIR U  « » « « "  

de la Galette. 1876.51 j  x 69 InM30 5x175-6 cm). Louvre

• S^ ,e‘ The maj ° r figures met the cri®i®.
^ n 0 ir. wh0’ had always revered he 

'ef|y  c a m e  under the in f lu e n c e  o f Vltah ^

,nting and began to give his '9 on 
Qrefully defined outline. The Bat e • 

UJ * d f° r  several years, shows the ! "«*

u „cc and boldness of the 
that the richness truthfully natural 

contemP°ra ’ )e created to con ThjS js a|ready 
impressioni t J fpartof the thing ^  T/,ames at

• effects, wa rippiing ^ajer vjvjdly suggest water 

evident i strokes of P Dattern of an almost
* ° stminSZ o  constitute a bold patte ^  ^  ear|y 
but they also ch of Monet s w  fjndjng an m. 

abstr8Ctnwa?ds was con' e[hne means without sacrific-
1880s onW®tnrial richness in them Thames and

creasing P ®ressionist endf: Ta®stic ,snapshof  of 
ing the still mP0 ,ong0r a n ^ hi|e manifestly arti-

th L  u/av to a V1S ,ohnrate water 9 . DroCess

refuHy defined outline. The Ba e •
“d for several years, shows t ® s 

c°mbined with the light, clear ojr
The result has great charm - .

s Perennial delight in the fema|e °  :\ Q
s rather laboured. He later retu rned^

'nted figures which are often d
character, but his colouring became n a t u r e . - ^ ysaf e e l i n g An M m p reas^ .- -

8 Lenoir nudes no longer be|on|  f,cif/ rem a in s  entir®!y ,n the many Pain ' ®hat he built
! 8 the inhabitants of a dream-scape- ^  that i t ^  ^  fl v i s i o n water;garden tha

Se was different. On the one jn 0| baSed on a jvernyt Monet effects in forma
l l y  subtle effects of light, n a e M,e • . home at ® richerand ric relationship
f Pointings illustrating a ce rta inP '*of on to Me found . , ol0ur whose

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

aPs more sharply than any

based on an ^M o n e t k 

on hrther He '°und "°bs o l colour whose relationship^ ^ - a s l n g . - o u s .

Right: Cl 
Waterloo

The lr
charac 
when tl 
scrutin 
canvas 
allowet 
ing col 
dozen t 
nude ir 
HerseH 
that th< 
could c 
observ 
precise 

If Mo 
stroke, 
breakir



^ er Impressionism. The word Post-lmPre been 
means, quite simply, "after Impressionism . 

indicated, the Impressionists came to realise (at0r 

}  Created an impasse for themselves, a[V SSion- 
sse of Impressionism merges into Pos - P

Qai'v'hose chief exponents, while retaining m ^ attert 

thp*S 0< lmPressionism - the everyday su ] ,ours_ 
So e®"n9 for light, expressed in strong, c ea 

® ^-emphasise structure and conten •

pAULCEZAjĵsefl, Medan.
R ^ :p on Coll pellerln. 

G e tlro y l89SParis rno Basket o’Re/o*v x ̂2 lr*
Sf-fiSStt""---Chicago





°' ^ u®eurn oU u° ULOUSE*La u t r e c  Dance o l the M oulin Rouge

0 « U » H O ttG E
G o u l u  c _

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 *  ^ 1̂ " *
in the work of Deg , ^ (1890) demonstrates.There
Dance of the Mou viewpoint, similar somewhat

iS *he ST o a c e  a c T m " e  emphasis on the outiine 
flattened sPace’ a v als0 cut into by the edges of theof the figures, which ^  Lautrec, however, are
composition. More P e js als0 an influence
the flatness of the *B j. prjnts, which were very
here from Japa"®S . t circies), the tinge of caricature 
popular in 'Z 'r e  eMentin other paintings and the bold,
that is even more ° non.naturalistic colour, 
simplified essent'® / D|e from childhood and he found 

Uautrec was a c"P pleo! atmosphere ot the Parisian
the 'easy " " " 'Y a h t  much more sympathetic han the 
bars and music halls muc porn. Many 0(
aristocratic socle*" " "  *  ' f r/ and dancers and other 
his best pictures feature 3 of their short-lived
performers of the day. a Moulm Rouge

Ŵŝ raughBmanship. ppts ̂  a tota|noft31)fl'Tĥertght
0 .^ s ig n e rs  of p o*< ™  <? • ' £ , ;  also the right sense

;  . ? £ ^ r r  ,or 
,ound a p

impressionists and Post-
, Van Gogh. Of all the ImP ps the most

vlncen nnists Van Go8h„ r t  ,he movements's most
impress'0"  5 ^  als0 created the ^  poverty and
wretched li - A|ways EU"®a ,or his deeply human

intenSehis art the only real out "  ||c he longed to
illness his an. scorned by tn v Qr Van Gogh
sympathies’ in Holland- the s be a church
pfease. B° t  p lS i "  trad.e' raenolon l wan. to comfort 
worked in the P dfawn to rel 0 '°  ^  fl career. His

missionary. before taking art s School and bY

5 5 g s  s s t f s - s a r i - w s

' h!rtra C« w/IPa Gogh's mature ls even
^ e x a m p le  colour P J -  ^  tha eieer-cu.

infiuenc® ° he bacKgrou^' ion , the colour^ 8- gff 
pangi"8 " and the simp1" a(ter van Gogh na
silhouette mted sh H V wlth Gauge ,ed

portfa " "?r a violent*qua tension thateve

July ̂ ^acomposKiom
P rtrai,^ e P a v 'o le "â 8gs tension '"at^evemuaiiy^^^

tion̂ P̂gnfg'suicid̂ îyjng rĥ ô̂ acô ûPljij8̂
i K t f S T i  ^ 0^  ^ cypresses)' 

^ - - ,such _ — -—
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Gauguin
1897. 23 j  x45$ In 
Cfn). Courtauld 
,Qry. London.

Post-Impressionism-2

ht: PAUL GAUGUIN

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

Lett: VINCENT VAN

Institute Gallery.

LC a°“';'NCENT,VANOOGHr,M5°28°*37W
MOHer Museum. 
Otterlo.

Ip Paris, taken

aul Gauguin. Paul Gaugin w®s b°.^l.ts absorbed in 
s a baby to Peru (the colourfu \ s Q ' broUghtback 
ifancy, were to haunt him all his 1 ’ prench Navy'
5 Paris 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 h his career an 

Gauguin had grown restless, bo

vi*h his style. m was simply {° °
For his temperament. im p ress io n is^^ jf jji th0^ as 

Mosaic. Gauguin wanted to 'nV . a style tha 

* « ’ tom. and colour', and h® " A m p l e r  and * * •
1 once richer and more art'hci ,0|(( art -  and. 
barbaric, aspiring to the condition undistorted y 
* "»  «. an environment unspoilt.and M  
Pressures of 19th-century mdus n Bri(tany. The 

Gauguin thought he had found i me k®y w. r to
' ,6r the Sermon dates from 1 » f  in a

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

anil G° 9h: M believe that I havei att reS\ The 
^ superstitious simplicity in t eXpectation uauin 

SoB;i«any did no, live up to • * % $ £ »

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

ii m ft fTW*“ij7*i>P l»V> *

» mnrfl oainted during the second
the Marquesas). N e e|' among the masterpieces of his
• tn Tahiti in 1897, is colour and linear
mat W  The combination < con(rived

m t h t  are typical: * * £ £ £  suggest', he wrote of 
simplicity of the tcrmns ^  g siniple nude a certain long-
êvermore, y .

lost barbarian luxury



I0*  11 *'» ™ R W M ' 1987
a n m  j m «e ihereze

B05/1652/85

YEAR 11

, c s I 0 N 1 S M 
E X P R E E_.============

in
at

lore rather than live  i

f e lt  a rtis ts  * ■ “  " £  * « * » *  —  “R
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,chievements an orid war. i t  may &e

)eginning of the trends wi por change tha

of „p re sSl» " ‘ s“ ' , Its the r«»ol»-
nderstanding of exp+ ferment °T cUltyre. " ld and

strated by a L a T e  »E ' " “/ O S 1””  °f *

■ized the open ^  ^iiosoP ^  f .na ne,

\ in  the scient to0> we _ formed t

‘S plaCe 18 U ' a r t ‘ ' 0peah ■ W *"’ ’ " f w t i w * '

,  new groups - ra f- “ toner a"-1 ° “” t l „te<l »  * " ,  their » « * «  

wers to the question 0, rs ,er «  aeveloP* ^

. cinCe most p and styl t<. who were with
sumptions. Sine ures, futur is ts> 0ccuPiea

5ds, pyschological P ts and ^  were s P ng precise

ried widely, f t 0"1 th eXPressi°nlSt tlvity Pre w erfectl0n 
rmal order, to those * >  •" *  ^

■gent communication ° eS disre ^  ^ i l  of a time

)n tro l - tha t they s f in is he of the a stromy

5 signs of haste m one a p socilogy ssionism' 1

xp ress ion is tic
ihon „„...... ..  inW  hun_ n if icant of th n Kie

c +n human t that p0ei Kiekegard’
jhts int0 ignific ideas °f r soren dramas-

ate- «  ' • £  < t *  P»l>»; ::,K  s o *
he revointi of and ^ soUgh penetrate

nary rel1 August StrinIe exPre5S,\n th* ^  Uterary
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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
is ts  re] led on emotise 'ormulations in P|ace 

I f  communicating th e ir individual subject,

■ tpd at abbreviated, or
Objective re a lity  in fa™ might be bin intensified content,

d istorted, but was only the ve 1C completely subordinated to

^presentation of external Pdenome"a ration of farm and resistance 

visual statement of inner feel‘ n9 coniposition marked the esthetic

of the conventional commandments passionate use of the

sharacter of the e xp re ss io n '* *- *  '  of P™'«*

lower of colour anb s ty l> » «  , „ „ n ,c , » « " <
, , ncp were J0Y1U

experiences whether th t j Cal.

aggressive, or ly reca lly  mY .c imaginations, the

Hurts of their a _ revealing to
In communicating the P™ ^  py inward ^  tra d it ional 

expression ist PainterS ira t ion and wagin9 ^ red t0 a formal logic, 

them a world rich m 1 p tsin France flliences, gave free 
formulas. Contemporary German m t t o acstatic

lot oxpeossionism, ^ g l„g f r e  PPP- pr0*

"6in t0 m otional a g ita te  ^  expression-

s p ir i tu a l i t y .  and individua were

subjective . and some PalM
Within the a rt movement a erse d i r e c ^ 5’^  pigeonholes of 

sm. Various groups too ^  ^  eScaped

independent in developme t  were the Brucke

3roups categorilbfiPP" ^  ,s « < P ^ “ pa,,,ers.

fbe two most famous 9r0® SB|a„c «e‘te''

(Bridge) painters and t

• Bridge >

!. ,  t „e,r ;::a„b
mo p r o *  P . . P - ; ; :  in . *  "  

f i r s t  beca»e «sso „,ner •

i n r  I u U e d  E H  1 " ' d ..3.





3. r n , r t  wa5 largely conditioned 
The h isto ry of "ordern Ser«n ^  ^  „  during the 

by the systematic Pre‘0^CU ressive measures included

„ i te r i . n  regime. ”  * *  “

the closing of *  *’ “ 1 ^  i„d others to F r.««  »"<

emigration of firopms, teaching.

America. Others . T„e Herman art world
frobidden to cnrnnGsn country,

m 1937, Nolde was than any other and

was a 'tabula rasa wh0 remain the

The surv.ng older e - s ^  ^  or n0 influenc 

held teaching P°s lt l

younger generation.younger generation. War i l  has been

1 trend in Germany s‘"“ t  reflecting any sPecl 1C 
The general e> though no ^  of the

decidedly non obje ^  ^  1930 s, #  ^  loom larger

pre-war Ger, an art • » " *  “ “ K s ld«s some d.sc.P e

government ■» E«roP»".C"  e successf""' »

than in mos s0me in exerted

continued to e<e H " " f  its  “  „

"• 'influence o ^  gamut f

numerous runninS> Edward

Nay s  in te llectua Norwegiatl pa and the

• „fer W ttie on the symh°u  emotional

I t ' s  necessary t0^  halfway bet^ jnfiuence. kept in

Munch, whose vi.si ^  . ^ t a n  rS„  * ° presentation

psychologicPl 'gcted thfi Ger̂ aany pureiy ^  turmoil 

symbolism at ^  oPpoS ty re fle

contact with. ,t  eXP apparentiy

or any work that _ „hich m _,o Droudiy

Of the soul-

ork tnat <!■« in “ r " ’ ^ . d ly

. f lue»ce1 faU,,i» , l *  « r ,e;‘ .. Despite

i  - ° r K s ‘ucte s>, " tr ^ ,s r » t  *“

fluenced T ,  Gern,an ‘V " 8 :,; tnat e»P«»‘nts „f 
oclaimed, s by tn fr0(n th t  achie itag<

v iis t ic  i n f l -  ‘ , «•  £ 1  * -

claimed. '»  ty « * " '  this ■

i is t ic  i»f“ ,e 5 e . i« Bt , the D« germ .""'"
sentiment. 1 ke, f “' a„ esse"*1* ^  l t self f *

practised W p ledge whit" «  p„ sSes ..

> adnerents. psSOcia „  ^,ra; ; ; ; n t s .  

gress in a nger 9

n
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. +hQ f llt,,rp we wish to win freedom to act 
carries w ithin i t  the futu , . +h nast

. n +n +hp diehard forces of the past, 
and to liv e  in opposition to the dienar

u his creative impulses
We welcome everyone who potray

honestly and d irectly.

ro the f irs t  to break out of German 
The Brucke painteres, we ^  EurQpean a rtis tic develop-

is d a t io n  from the main ^  ^  ^  ^  decisively in a 

ment, and i t  was neces mQve at an auspicious moment,

new d irection. They move out  and making a

o ffe ring  th e ir own interprets as subsequent history 

contribution of great impor ^  new currents in

has demonstrated. Brucke s i t  of the time,

a r t  which were demanded y
K lir lv  known as a grou .̂

tic+s became public j  and aptrons -
In 1906, the a r t is t friends> collectors,

tl-wp associates They made annual
Certain inactive efforts. Tn y s ta in in g

partic ipated in the ^ °  d in return p° r^ ‘^ ded Emil

contributions -  ^  he active members - ^ ^ a ,  and 

o rig in a l prints by n Axel salie

Nolde (following

Max Pechstein. live ly interest zeal and

The Brucke pai"terS t0 .this art f e w *  ^  high 

They dedicated themse ^ . ^ e n t s  ^  ^  the

determination and thei ^  t a notable

q u a lity  tha t they q ° that  ^  ' t  i qUe by the

h ir works ° r nf the te umdue
fin e s t graphic eVolution unlqUe by

contribution to gpriched by

pre-Raphael ites an juXtaposed

developments. d c0mP°s lt l ° ^ ed perspective

• kite tr^^s than
The expression* and * planeS <ra . w the simi

large surfaces rre la t ic,n nstlc  qua l l« es

e ffec ts  b, the « £,e»f * t» « «  of

r e „ i s t , c . . l y ) ^ / > - f rea ....... - « *

outlines and to thr

combined to deten»» e which

d iffe re n t a r t is t  decess°

of th e ir  academ*0 work

• +c graPh‘evival
The expression^Sgefiuine 
brought abou

mple

lariy ̂ nd 9ave
. pa rtjfilS lJ-  and

iC *£|’of thl A/•





Thnc thpv vitalized an important 
new poetic significance. Thus they m a n

_ + rhP aaaression in their creativity
aspect of mordern art. The gg __ nJ„rtnrik

h ,-tcoif in the vigor with which the undertoo 
expressed its e lf  in trie y ,omnr nf

p r in t  making, they eschewed that might

composition and avoided ̂ ^ e v o lu t io n a r y  aims, 

corrupt th e ir  imaginati

f  Brucke painters consisted less in 

The contribution of t  0rthodoxy-an attitude

th e ir  opposition to academia artists - than in their

they shared with many contepo cQUld express their

release from naturalism so ontenoues possible way.

immediate feelings in the mos execution would necessari y

They believed that any de ay ^  ^  be communicate ;

adu lte ra te -the inner urges ^  of these feelings

they wished to preserve th ■ „ ; i t hout depict ^

and to give them ^̂un a v o i d a b l y longer

^ e ^

holding th e ir  usual m they did ^  violent

re jected the dogmas ° ing in a host‘ ‘e’ h the media of 
r e a l i t y  of human suffe jng, throng their

world. They succeed^ ^ uggiinghumanityatthey apprehended

a r t ,  th e ir  sympathy oppress

pro test agains sensjbility- ^  myth and

with such profo de)ved deep ' ts of

, ttieir feel*ngS jncorP*^1 conSequenc«

- — r ; ; c » : : : : . . .  ?
of world war I aiso to j the

and herro r of ^ j r l d that P*rnU $chool at pachaS 

fantasy f r *
Molder, fo r examp  ̂ greater

learned only t0 p ion fro"1 th
, t ransla , They were

! S i ^  js a l ite r' or beginning of
riders ^  at ^Re ite r »s ders u t the - 

aue Rel ,Blue ria ^pich waSsiiy
; meanly ® d  > peing wa

•cts + ti\eWbeir t is ts  tant m

. most i«P°r





• uiprp to show the
a Franza Marc. The aims expressionism,

.han liv e  m the acn beginning of the

■he movement broke up at

i ..Ar\e\ Was
h 19i2 and included Wassily 

■ ,+ed in Munich 1 pual Klee, August

. group on9in AleXi von ’ ’ were two
lin sky , Franz Marc, progem* with his

<e ^ ^ i l l ; ; i r : a m e t o Hu n ^  ^ o took

sians: Jawlensky. iR> and Kan ,n l897.

Mar; : : ; ^ m i a n  duarte^;Marc pad alrea*

;lted andd; 0nr Cf o I ^  th; r back^nd  was ^ - ; ion

19T  Lensky and others- ude5 towards^
Lh jawlensky sthestlC att .n the blrtn

solving baS and resul

b ject, and sPi r  t he Brucke

aue Re iter gro P exPreSSl° " ’ painters maybe

identified the Brucke P Rieter

h group pSsionists’ and the mode of
; maybe exPr esSi ON1STS TPe pictor1 
■ FIGURATIVE Jp rESsioNIS TS; ^ fits and ^  reject:

* ,ABSTR^  is v l ^ e c t s

;SI0NP- TPe picro
FIGURAt I^  ;;pREsSlONlS* ;  of. fits and ^  fejec 

IABSTRAC joient, atner indicatm9

e pa;  of < ✓ ■
» tnelrtren »«*5‘,'atI « e . < «  U  <x “ ^

■ strens s pa

*• o.
S° ^ for  sPir ltU  and abstf3 ^ i0n andfor sr- and f moru''r ,„aon and 

T ,tive 3 nds of c0pfusl eeks 
figdratl n trend -nas °f C that hie

r « I o

'* ,s witne ae, ^  ess*"*,rs witnfe iife- %  ^

„*ore$5





7. KIVIHYA

There's evidence that theBlaue Reiter is more intensive 

search for a sp iritua l 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 Hermann

Bahr puts i t  'The music of colours' the « * *  J
lir uai?p1 the cubists ana u«e 

Hermann, Obrist and ADo * ]atlons of Wilhelm
fu tu r is ts ,  and the philosophical spe

Warrin9Sr- • t0 primary importance in painting
Colour, which had risen ^  impressionism, was

since sho rtly  before the app ^.rect bon<j with nature, 

gradually being freed f rofri ke> independent of any
The value of colour for . ^ t in u o u s  concern of many artists. j

l in k  with subject, was ^  Work of Claude Monet,

Kandinsky, greately ^ ^ 5" pondered the question of 

which he saw in Moscow, 1 n j *  ^  i t  was b e tte r*  do 

colour a new eventually Kandinsky presen e

w ithout a s u b je c t alt09^ e seventh exhlblt‘^ t -cs revealed 

paintings by MOnet a inquirieS into ^  putting

phalanx group m 19 *meaflIng of muSlC iduajiy , lacked 

th a t the pleasure a n ^  considered * d 

together of sounds w t> from the

any reference to a f e n c e d  ^  ^  djd the

The Blaue Reiter a rt gr real flI agreement

a ttitudes  and gave ^  9 dy in s *#  contriputions of 
a ttitu ae s  were ai that the r t  expre-

brucke a rt is ts , quest !ution of 3
Thorp IS . +he evoiUU Dlftue Reiter

with them, the uenced . by the

Dbrist and Holze ,eS f ° rnlU
, +he the°r influence,

s.sionism and tn irnp°rtanwas an
jroup. nt too*

nvironment.

'he s c ie n tif ic  e -cionisrT1'

-pon a b s tra c t  expr*





kivihyaY tlQ/ _ L•

and SCienCe iS -ot on
m ust *  ^ l n t j a a2 ; n T i i f e o f t h e ^ ^ h

C0^ s t  in the ® 2  ; ^  relatip^ i p  does not

the a r t is ts  i t  ■ P >0n ° f innovations by

Scie n t i f ic L ia J  3 combinati°» of artistic and
s>9hts gi ving rise to defined intellectualact lV i t y ,  por

by the revel at • P 8 andlnsky’ was undoubtely influenced

Point wh- k J° nS ° f ^  microscope used by Kubin to 

ever d ^  Awarded him with the greatest happiness he

c rea ti ^  ^  paintin9• The relatedness of his

by h' Ve S p in t t0 the w°r ld  of science is illustrated 

s stated intention to devote an issue of the Blaue
Rei ter

Journal to the bringing together of art and

er)oe, an(j  ^ is comments on the tremendous and perturbing

Pr ossion that he received from the news of the splitting 
O f t h  f

e <3tom. The expressionists' feeling for the unity

science and Art was 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

s t r ucture of our own beings. Time is as estimate of our

^e in9, in to  which we introduce the concept of the present

dn imaginery quantity".

In these words m y be read expressionism's declaration of

^dependence of the boundaries of the visible world.

The space b a rr ie r was broken. The creation of imaginery

Space began, a new method of representation was initiated.

a r t is t  no longer explored the universe o

s Part) oo tica llv  but instead he investigated the 
„ ; op tica lly , out tive orientation
ces t hat connected to i t  ^  c0„ceptions of

ocided with the m o rd e rn 9  ̂ ^  ^  against

uorld, and th is - toget completely new

tra d it io n a l order - ^  ‘ ^ r<,s M , U oo.

dm o f  a r t is t ic  e x p r e s s i o n

ri feelings, the members of
such lin ks  of thought an Kandinsky formulated

iaue Re ite r shared the idea book called

'0 and published in i9J2 in though this group,

iog the S f t r im l  >" "  ’ „  ro.l
,.j  nnt subscrib „Efforts to

Brucke, d id ^„rote.

The

vas
or,

In his

9 •





rev ive  the a rt principles of the past can at best^produce 

works which resemble a s t i l l  born child 

m a te r ia lis t  » r H  lias produced a Mnd °< ®ec * 

is  not conteott. Place

and le t  i t  speak for its e lf  .......  internal

not probe through the external music that eVery

sign ificance. (The Arts) ^  ^  in ternal

K'rmony and every discord 

rocs ity  is beautiful .e ss ity  is beautiful .

h d nainted his f irs t abstract 
e a rly  as 1910 Kandinsky a  ̂ ^  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 toKandinsty- l» 
e when they were ha the colour

olsdolf: Both «* s. 
horses and KandinsW

these preferences. statement illumina

. the f°1I0Win9.. tor vereiniguu - 
12 Otlo Fischer ma e ^  NeIie ttins of an
sthetic foondatiois o < J * _ p«rf«l,

„ r , s a » e a n s o f o «  Sprec, s e < l r » ' « “.......  T h W

t is not determine ^ ^ n g  o“ ^ expression oM 

9 , p en e tr.t iM  wW, they ^  c, u l p»«e • ^

° r :

11 Ne" e ° < art 1“ d if « red
ontent of Hjs views t i°n th but in

age of m ys te ry  Fiscfiers « n0t  subjeCt  is 

rs aareeing „ i t  5 without ^  abs0i ute

y an expr  ̂ pain cl woul d
ocented- i f  suWe , ,  dreamerS 

r6P nl,l and ha c of e,np y n iritua '1̂ '

* l f  5 a * < <  V of  *
« «  a' \ H,ec

n exp r- ' Pa’n hiect w°u‘ prs and „cpnted- . f5uWec dreamerS
SP n„l and nalf e(nPty a liy-

H a ,f  5 t i *  O  »f  SP

These ddied bra c ia rify-

L e t  ^ sion  le IVeS ^

n0t ca t preW theZon- wmle in their

'sUlt ,i usind r th" d( lflS sti11 under 
wa o Reiten-



Kandinsky, strove toward pure spiritual expression.

Blaue Reiters journal Munich, 1912, Kandinsky gave this 

explanation of the origin of creative work. The ' 

s p r i t i  (which can be defined as sp irit in the abs

asp ira tio n , an inner compulsion .... ^  ^  ^  splrit«a l 

unconsciously, seeks a materia ^  abstract sp irit. 1

values w ith in  n,m ......  T ’^ p l r i t u . l  »f ,

Kandinsky had become aware method of expression

a r t is t ic  endevour that demanded a ^  .nner COmpulisions. 

so tha t i t  might give fu ll rein t ^  what is within ,

He asserted tha t the word was external meaning to become 

in so fa r  as i t  ends by l ° sin9 1 S In the same way,

a pure sound reflec ting The s not the aimles

'pa in ting  is  an a rt and art m 9 ^  th ip air, i t  lS a 

c reation of things which dlSS° and that must serve

Power tha t is e n tire ly  PurP0^ ......Art is the onIy

developmetn of the hum so ^  soul can 

nourishment of the soul an

in th is  fa rm .' 0f an ethnograPh*
. . , as a member oy he was muen

in h is youth, Kandins y» Russia* trUCk by

expedition, hah v is ited  »  " «  ( <rts. He £  le„  cffecti.el»

•pressed h, *  a l ls e lyM t ig » m « ”ce_.

’ 'TV.UU1UM, 1|C folK the le 5̂
impressed by the indl96"° ajjse ly  but n°n signi f i cance

the intense colours use . j j t y  t0 seS . h they eXf>r 

b* the fo lk  a r t is ts ,  W 1* ^  with * ^  jntruCtive

beyond the conventiona jjne, an gjaue Reiter

thfimecsiw/or- +hoir free use +jon. .rSt caus

d tne 0 Reiter
™  u 'e ^ " : ^ free use of I 1- '  The Blaae ! -
hemselves th e ir  free lustrati°"- sS f irs t d

r 9e to go beyond mer king t0 k arts °fte by

‘in te rs  were constantly f . t t  « *  iW « ssci wl in t  s ere c . n s . . » e ^  >  “

ich expression. f iW  ^  ^  f„H £ to ^

abstract quaH ,,niated t . hand ' t wei

like

i abstract quan-- late<> l'"' hand - L were
. iAn lS° of "if n

the 1915 he wrote, ^  paimnaim 01 Hke us

1 the re  were o n «  P « ;  oUr -»a!> r l P » ; raCt ,pr.s

?rs of theabstrac • ent i
. ..„vkS Pr

■s of theabstracr. ntin9 ; jiy  «*"' ab5tracr

•anysiiens-r' „c„ i f * ' ^ * , * * *
Lbstract

the

s ile n t «o „ mo- uia«  st

« ............“  c  * > «
I? HOW were nt ^  to^

1 m irnoc C

ib le?  How were ^  nt  dâ „  t o ^  

ghts w ithout our Pp Jndign«t« t0 aĥ  -

y,„f V
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Sentimental spirit* n .

,0ved the abstract. - n m ,ti''e h°Wever had n°t yet

Thefact th

B]aue R e ite r K™d‘nSky and March ch°se to arnamnet their 

0f 1912 with aC t0 0rnament their Blaue Reiter almn

P a in t inq êXamples ° f  Bavarian folk art, glass 

Perhaps 5 °  ^  o ff wrings, children's drawings etc. way

Curiou 8 eXpldined by a conviction generally held by 

d ffirme  mê ers of the B^ue Reiter group and often

as t h e ^  ^  Kdndinsky " that the true and genuine (such 

f ro 6 Vdrious types offolk a rt, for example) must spring

on *.udn Jnner compulsion. Kandinsky in fact, admitted that,
^ t/7 i S t) m

oasis, i t  does not matter whether an artist avails 
o^mself nf .
^ ur abstract or rea lis tic  form as long as he remains

^ th fu l to the principles inspiration. Such an inspiration

th ^enri Rousseau (whose works were highly regarded by

w. 0 fi^aL/e R e ite r painters), to crystalize his feelings

lth ln  a d e a r ly  defined s ty lis tic  framework.
Th

e Blaue R e ite r painters required an entirely new artistic 

dn9uage because they were engaged in putting their inner 

n 1Sion on canvas without reference to external 

Sln9 methods of construction and cowposition 

ePendedon ord inary logic but arose an

thP Pag ina tion , they explored the ^ stl . J

t  o f matter, viewing i t  m te 

O p t in g  to d is t i l l  the absolute reali y-

°u9h both the Bruike and the basJC concepts

c Pressl°nists were in agreement wit the

ncerhingthe corre la tion of th to

„ . eat ive process, the Bruicke P ^ n cterized by a 

representati°"
Re i t  30 eJement’ whlle 1 and later MarC’ Reite r 
ne . 6r P in te rs  e.g. Kandins cjjm. The
o n y resu lted in  a l y r i ca t for
9 roun ______  . i tv  of a,

this , "  J 5 „f  tne 
7>,„ b e lie f  arose their ldea ° t wyst,ca 

>  « « .> eo  to picture an » « £ '  

o n e '.  W  * ” f  

in fables and «<* <r

Of Uf> s°uQht for sp iricua“  ^  f

bond existing between m uSicali y ^  be a

I?ls b e lie f  arose their idea o ^  mVStical w0_ ^ t by 

^  ^ i r e d  to picture -  ^

tu a lity

were
promverse-

0f colour-
to
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The expressionists, Bruicke and Blaue Reiters alike, had to 

9neat deal of misunderstanding, as do a ll avant g

Blaue Keiteri a**—, •—

11 dea> oh misunderstanding, as do a ll avant grad® constituted
u t i l i t y  in o f f ic ia l c irc les  po litic a l, and non-po > ^

1e 9reatest th rea t of the days of the German empire 

he T h i-  n . , .. _______ ______ and ionorance of the official

.... „ t  of the days of the German «  ^  

lird  Reich- Tfie arrogance and i9n° ra"c wUhelm II

titude are ty p if ie d  by the declaration o victory) i n

he opened B e r lin -  " Allee (AvenUe °

-  . . .  , , , 1 .  by the declaration or -  in

1 he opened B e rlin 's  Sieges - Allee Âve^ ethe boundaries he 

stating  th a t a r t  which trespassed beyô  . ^ o$ed ruies and 

own was no longer a rt. H itle r, ndern art as

— -..y uidL a n  wiiiu. —  ^  ifTiposed rUic

la id own was no longer a rt. Hit er, modern art as

ta tions by which in 1933, he describ ^  finance on art 

a rtete Kunst' or degenerate art. Hi confiscation and

to d e lu s io n  of painters from the a n 0f painting t0 lted

ruction  of th e ir  uorKS. and e»en pr° | sUndirds. Hlt "

»ho refused to conf.™ »  «  »f ‘ “ U  « rts 

e a rt is ts  and issued decrees deprive cUfture an

>een important contributions to
r ld 's a r t .  none journalist_‘

"ipur-LanL cumu (
; a r t * . • was a Col°9ne j °Urn! i ‘sSeldorf.

contemporary general °Pim 0"t  Tietza GaIlerJ ‘Jgn.

:he 1Q11 Rrnicke e xh ib it i°n . uselesS d of

of contemporary general opini Tjetza Galler^ . n- 

of the 1911 Bruicke e xh ib lt‘° "w loW in useleS* the end of 

"These pictures reach a bgl daubo- horrible

nothing but multicoloured j$ an eve imp0rtanc

iro ctnnid. Yet ther ^  the ^are

'These pictures reac jbai daubo- horrible

■hing but multicolour* , s ,n e<* w o r«nce

abso lu te ly stupid- „ SJid „  « .  —

these works. Whatever _  bere i nter ^iaVour °f tbe 

h jec t in  a work of a rt, 1 haS the v idence

way ........... what is on *  and J ho,ogi

d t w  in any caP*taL cto0d onlY by

' a y ............  what is - 1 sh°“ cjty and j* by Pathol°glca
I dens of vice in any c^ understood °n 

n itu a l leve l tha t can b
-----  . . condamnatl°n ^

d off‘cia jjfe  by the

l th is  uno ffic ia l com te^ *"unched i ^ y by f i e ^  

i  of b ir th ,  expressing noufisbe the wingS be world 

Germanic Brucke p a i ^ sp3ce *  in J

> and soaring i nt0 spl e of artlS internat^ i ated a 
-r - fostered a rename b̂ad a apd ini ^  generate

i t y .  The Blaue W  and ^  B,aue

1 in the f ie ld  of 0nward deeP^ + the

1 °f ideas Whî eSdeveloPemtnr°Jeelin9̂ ncr^an ̂ g'one, 
lc energy fo r the j(1(1e jn,p0rt foilow

cs s ta te  convictions ^  ^ eate . ^ a d  a l.,

lave proved to be aCj i t i °  iSt5* a t0 f ° l ... *
■ .bout -creating^ i t e r a r at ^

mpue W  v

lornrid he) 11

bou, .c foatlbH* t e f . ^ ; - » s 

ed out the a’'*

ensely* in f 1uen
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Fauvism which l i t e r a l l y  means 'wild beastism' in the firs t modern 

movement of the 20th Century art. The name 'wild beast' was not 

Used to describe the a rt is ts  who, by and large, were soberly 

behaved, but to describe the ir paintings whose screaming colours 

and d is to rted  forms quite openly failed to correspond with those 

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

P a r i i  atSUCh P a in t in 9 S  Were Sh°Wni9bJ5a ^ r s l n T A u t o m n e  was 
s the Salon d'Automne in 1905. ^nata lity of the

by men who were opposed to tbe

° f f i c i al and semi o f f ic ia l exhibitions held m ^

“Urin9 the 1905, Salon of the a rt c rit ic  Louis V if) the

5a! arked that a piece of relatively C°nr!|ii<e Donatello among the 
^  * * *  as the b rig h t painting ' and stuck forever.

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

Matis s e  1869 - 1954) The leader of J() the South o f^

904> while  working with signac in ■ areas o P

o 5 -
enrh ^ Is pefusal to im itate not, a

of ^  rl-rP drawing ^  because ne
t t k ei-the r colour or preci but was ain a 

HissiV6’ f the artists

— --T the Purp°se ° n feeling-
a c t io n  of painting, and tjon, but 0 be emotion

*s works were based not on 1 be saw, bu j uentia l

" s were intended to convey not W a famous an unabie

;e f e I t - As he la te r  e xp la in  rS' l g°8 way 0f 
"6nt m* . . of a Pain _  life  and J_ etitui
5 f e l t - As he la te r  explain erS< 19 8 my way of

5nt of h is  ideas, 'Notes of a ^  for ^  constitu

' in 9uish between the feeHng sensa tl°n jts comPIete 
■inn to reacn Jf he

■ish between the feeli"® ' " s * * * * * . /  ts * * * “

i p g i t  ..............  I want to ^  in I * * 1'  w f* .  *

^  • .......  A work of a rt must ^  ^ q id e r f .rst d j

'J006 and imP°se itS 6 lf  “P° i t  i s °ne °experienCe;anntnoso
l f > the subject matter • bis 0wn otber t firs t 

a r t i sts primary loya lty  , by no rU was reallLth century ar

"S to express ,t W d  >»“" 1  ^
es make fo r himself- _ a fundanie 

a t i °n of th is  idea whicfl lS

LAN••• ENCYCLOPEDIA OF AR‘

A °E WORI n art (VOLUME
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th is was the art of P 

fla t, two dimensio

inti^P the
»'three

nai surface

by the

diw

tvJO

ensi0nai na
tural vjor̂ on

cub1st Pain
ters pabi° picass°

f i r s t  d°ne ;;oQ7. l 963)

nc\fleanS
rspectlVe'niraSso

as Pe . 
,nal sPaC ‘

vihictlJ
pic* 

yjhichin

This kind of a rt  was 1 (1882

0881- 1973) and Georges hv weo'"  „<io.- u.nflnr0blew W  dimensi chm9
the Pr°D f three f i r re

• iiusi°n pr no le ,.rface-
Provided the eye with an 1 -n a mann ^  pa1nt s be seen

and Braque so lved the Pr° f1atness a„d & 5 tabiisbv contrast, emphasised ^  .„t,0ns . ̂ 1

^he Renaissance so iled

ted

. art1
the irs i s  one o f the S* 8 rid s h ^ ; ; ^ pd 0r

istio
rs i s  one -

g a in s t  the background o rec

noies and p r in c ip ieS vje

the

inn°va 
eb y 
dere
»«>»t,er

vje'
thro«n-

ons1
0Ver ,tv the 

R e i ^ ^ ’ 0id

di SC°V fca^0" ’ .^cti00 ** -cioosne5S
of

The smashing of the atom* ^  constrU ty and f-°n
C i t a t i o n  o f f l i g h t  .« * *  and * S ^ ” y

f lrm d i f in i t io n s  of spaC rpreted *\ f0re- 

^  french -s theo rie s than pe

'tueh ie s s  r ig id and sta
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P R E C U R S O R S  OF C U B I S M

1. PAUL CE2ANNE
2. GEORGES SEURAT

' PAUL CEZANNE (1839-1906)-LguL CfccANNL ( lo ja-iwo;

He was born (and died) m
He was the oldest of the group. hatte r who later on

Aix-en-Provence, the son of a succes was obliged to

became the head of a bank. The yo 9 studied at the

Work at banking un til 1861, altho 9  ̂ was ciumsy, but wa

Aix Anariom,, nf nrawina. Much of hi __„4+tpd by years

Preci

: a t banking un til 1861, a1t jj°“^  ^  was clumsy, but was

Academy of Drawing. Much of ml-t t ed by years of

P rec ise ly  th is  stumpy insistent fore • ^  ^  ^  {basic subjec

exPerience working out of doors, J" and beautiful sense

and f i l t e re d  through an exceedingJ work an under yi
.... . . .  . . ♦„* best of his ma the plctures

u,,u ' 11 tered through an ^  mature wor*

Colour tha t gives to the best o ^-^ing from the p’ ^  

ener9y , in te re s t and passion t  ^  developed in ^  ^

hls many im ita to rs  and discip while  with Pi® 1mpresslonist

im pression ist and worked foe dom of the c 3 interest

Unsympathetic towards the easy ^  he fe lt was ^  he

sty le .  The lack of structure ^  later 0 durable, H ke

r , «  » » , « „  -»''"'edn ,»*««'■• 
Wanted to make of impressio n agian,

The a r t  of the museums, to _„r -.g-j



_____ m ____________m________ i_____ ■______
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O B S E R V A T I O N  a n d  s t r u c t u r e

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

ea rly  m aturity  and shows his methods fa ir ly  clearly. He took over 

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

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

•  - p  — «—  ' * .

<" ' ran«ed p a ra lle l to each otter, ^  ^  c .p trit.t. to

" o ld  add to the overall coherence interested in toe son-

;«s "e ig h t and s taP flltv . * X— ■ 

l j 9ht dissolves form, but in how  ̂ . t0 sunshine,. „L,nfipc m  reiduun
^oofs) and how th e ir  colouring structure.

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

P a n n e 's  p o rtra its  were much cooler, The ^ s t logical

has no obvious social or psycolog* «The Bothers a very 

OL,tcome of th is  lin e  of development W g was prepared to take 

la te  work which shows jus t how f  on the left alrea y

" 's  passion fo r stmctpre. »  „f pteass. »»<■

ar|t ic ip a te  the non-naturalisti
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Hi

G E O R G E S  S E U R A T  (1859_j _ j U

is approach to the problem of structure was very d lf^ r®^Q̂ s Qf

e ither Degas or Cezanne. Seurat became fascinate ^  ^

C° lour harmony and in particu lar, with a metho of a

JUst strokes of colour but also the consti  ̂ pal*nt stroke

pdrtic u la r tone. In depicting gross for ex P  ̂ and yellow when

° f b l^e next to ye llow ; so that i t s  green c bec0me apparent

" ’ “ ■C M in g  green) as well as ,ts shape « •« "
When o

seen from a distance.

COLOUR her consciously

Th is n o in t i l ^ sn1’ was USS . (shown overleaf)

in Se 60ry’ SOmetl'meS kn°Wn 3SwaVS g rea test) * * ter pi (1887-8).
"Tk U ra t' s f i r s t  (and in many assurance in n which
The R— - ........ A ,  .... with complex ass ^  way in

,  ■ » - -  r

ĉ B « h 6rs „ 8 8 3 - „  - * *  ‘
t , * °n to both - and to his other w the setting

Way.f l^ Ures re lated *  e a c h j * ^  and serene-

lu ting  in a

effects are

ld t0  e9Ch °  l a t ed and serene- 
highly claculate

(SEE PICTURE °vE
LEAF)



Seurats ><y<‘ * L  »  <1"'”' V «*

« a>.-; x : >  w: ; : r
’*,'e to:;; f°r » *  »f pa,”*'M  

, the metho .h1* i i t i e5' . to t,ie

>w”





D,p t6Xt book" of the movement’ a]S°_ n°Wn899) and whose influnece 
U9^ne Delacro ix and Neo-Impressiomsme
mdtisse and the fauves was significant.

CUBIST PAINTERS:

1.
2 .

PABLO PICASSO (1881-1973)

GEORGES BRAQUE (1882-1963)

t

50 (1881-1973) early years in
• 1881 but spent his r and Acad

He was born in Ma1a9^ " er waS an artist. a ^  g place

Barcelona where his  ̂ student P*

Academician. He waS + the a9e 0
a t the Barcelonian Academy t ly ) movie9 betwe

, , Franca IP'™*"*
?rom 1904, he se ttle

3a r is  and the South. ^   ̂ ^  feelin9s andis and the South. fee1in9s and

r  a fraid of * ^ « s t  p a in t y  ^

Picasso was neve ^  «lS 1sed resp^^ It

emotional l l f e  1 n0t jbst an by the F»*clS d barbarity 

Guernica (1937) Basque T°w inhumanlty .s wopk

^ ..1" -  r t ^ p ^ * * ^ * * ^ * " * ?

i is ° r cap a p S w r ^ ting iss" e - ap°n afje ne ra l. f said; -onal l l f  -

:aStefUl’ JtVan o f f ^ V l
-tments. l t  orivate -t  ran born

enemy"■ "is ° , » p < d ”« « > P .  *! #'‘
luently and »P* "  j  „tt„ hi* ,«d „

■iness and " .■ * *  w  fr»*' disl***"’’’

. Hat 1«23 ^ 5t * lfe

bombi

fas al

nebb 0nH IV ' ,rp
„ with «»* ' %  , < *  -,fe 

ionship w1*^  1926)*

:hree Danced-







Û Hy Qf

%  f°rm to a c t  a n d  iniagg7S f undamentg.

(B Sln,Plest S^ Ultaneoush -f , f P,casss!s 
W/- t , w ithest and ^ lts e lf  and sevefal others. One of

> 0 " '  - < «  “ 7  » '  ■» *  »  « , *  Seat

*f’r i„ ' tho scrap ' ‘r0m\ is “  »"« -  », sl*  „ «  a
0^ '9 c0p St'9at,ons Of r h °  the 8lcyc,e and ths animTs head. The

.CCas'0„s V<SUi"  p l a y  " S“Mast “ e s c w  m t  “ s te» »f
°̂cf̂ ce . ?n a pj ^ anĉ although Picasso used it in many

^  ?̂ e n Se  ̂. 17 anĉ  7fght- hearted manner, he a/so used i t ,

»»r  Sual and psychological tension.
'hrnr, .

to

k w'e »i>f “" u psycnological tension.

H )  r̂ ee w
c S^^nt i a i fo r exambple, the female figure on the left is

°Cfy, ^3? ^  shadowy; she has more than two breasts although

a/7<̂  th e  ̂ 5reast 7s a7so the space between her right arm and het

a^0 t 7mQ , aCl< fo rms on her feet delineate her.toes whole being at 

ch 0 tn* ...
:y^e y . 'orms on her feet delineate 

the nai ls of the crucifixion.
\

> e  an/ ° ^ r s  continua lly  between the different worlds of material 

c0nc) t/,e «W Mona7 sub-conscious and is entirely accord 

\  ° f  t f t e ^  f °  » * " ,  « .  who accepts that reality

ht h  « f  t »  worlds. Such c„« « >  * ^ “ ' 1  ^0* 7Cacc^, imaaination on mu

wr the r° mo<^ern m n  wh° acceP

S 0f p7- Se tlvo worlds. Such continual

„ > * .  ; : cst°;ts « * .  - 7 - t » * .  r
/  «ctf  a^t f a to r as we 7 7 as from the art , ^  t„ere fs

j 0 V® ^e7fly. °  be experienced as well as obser fundamental

^  assn »_ U n sh ip  between the artist and spe*  0f 20th Century

ar,d continues to be central



1



G E Q R G F S  B R A Q U E  (1882-1963}

Bl"aque' s mature paintings are the logical combinat . t means

expression which developed with Picas  ̂ Braque excelled

Smal1 amount o f scu lp to r and some fine graphic wor . s tin-iifes

as 3 pa in te r. His range of subject matter was finest M" the

and the in te r io r  of his studio, which are see emerge slowly from
Urae „ . , n.Q «  in these forms „f introducing

Paintings made between 1948- • d a way s

:: ; r  — -  -■»* •* r
ssage of time in to painting. n0 0ther a ^

'entMeC°rat1',e qua,(ties "a',e been SUfess’ona1 p,i,nt “""mi tt*"'1"’
c i r  « * " *  f-»- •
, th e ir  techniques of im itation m
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T Y P E  S OF C U B I S M

^LYTICALCUBISM

he

907

-̂■L1 mm>>n
"Demoiselles d'Arigion" of

; f i r s t  Cubist painting by Picasso, traditional sense.

)7> is not a f u l l y  resolved picture in ^  deep space. The

a number of ideas. There is no i l  

9Ures remain of a f la t  surface of the can

(PICTURE SHOWN BELOW)

t



T H E I N F L U E N C E  _ _0_f— C J L U

hsd an immediate and

Picasso'£ and Braque's paintings and i qr0Up at the

in fluence. Fnance, Cubist *S

s^lon Independants of 1911.

dam, Prague, M0SC°W
b is t work was shown in London, Am  ̂ pxjdern m ovem ent in 

B e rlin. Cubist forms found an echo ' In sculpture

end i nf 1 uenced ^  ,<*» * “  “  ' st

Cul» »  has h,d ,  la s tin g  j  ustd u h W » "  >'

a rt a new v isua l language which has ^  fonlls of app ,e 

in te x t i lp  Hpqin n . advertising a r t’ a '

Cubism also in fluenced-

1. The Fu tu ris t

2 . The v o r t i c i s t s

3. The c o n s t r u c t iv is ts

4. A frican A rt.



/



„  , th . side view and a back view.
e seated fig u re  on the righ t shows o gd v êw point this

By the tra d it io n a l ru les of perspective with a i ^  ^  with sides 

Cann° t  be allowed. Vet the figures do exis ^  ^  a]1 those

and backs and - - nf cubist paint 9 ran be seen

By

j oYic;t in u*c
-u," l0t  be allowed. Vet the figures do ^  tQ show all those

md backs and one of the aims of cubist pain ^  ^  can be seen

Parts simultaneously ra ther than show on y did not „0rk accor mg

>  » s«gn,e fixed  position. Pi—  c1M« .

‘ "J preconceived theory. They » "rk" ' free froa ' 

“tte »W 1 h9 to prodece recognis.bl" «""* "  jWged as « « " “  o tK r.

» d  th e ir  wort of th is  p e ri-  *>  /  r » pee p i t -  “  “

>  »a ly sed  » h , t they had done a-  he L, „  « * *  W ' «

»f th e ir  i n i t i a l  in s p ir . i t " "  " -  W *  ,

^ I lC  CUBISM

In

th
synth

chose to

, the materia1s 
indud® ^  material

et ic  Cubism, Picasso
and Braque g lances thevin9 ppper

W o ^ - s  m i n t i n g  r a t h e r »

heWspa The decl'ded why 1™ i« te * PThey ^ el0^ spaper not : < * ^

ca" be included in fa ‘ the" elemen

Casso-s nr  . „ „r l  ss" and "Bo1
reD. s G u ita r' , Glass t r

WhQ1. Sebt i t s e l f  but is also an

act deco'

c°mpositi on.

(PICTURES SH0WN
below and OVER Leaf)

I
I





REF:

1) A HISTORY OF PAINTING, SCULPTU

VOLUME H 

BY

THAMES AND HUDSON

2 ) the MACMILLAN ENCYCLOPEDIA

3 1 the encyclopedia oh worL

architecture

t
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r • e a term used to describe Abstract art is a ter of
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

nf the modern Zionism is one of
Abstract expre abstract art is

movements t0 WhiCh the,TTuo apply «  
applied. The term co ^  Kandinsky as ea
non-objective painting® lack of

__ * q rharacteris apProach to
as 1911- It 15 . an emotional apP
representation and y proach tha 0ften

a pxecution, an . efflent i®
concept and eX6 nist. The “ ting-”
essentially ̂ xP , or "action rable
called the "NeW d by c°nS.haracterize. cubism.

Abstract art s u r r e ^ ^  It ^
variety or fus^on ijX and Fu ^ ^ t r a t m *  

i Qticisffl> De f musical art ineo-plastic £orm 0f m abstract ^  very
be compared to oppo"te b,w e«» ‘ ‘ £Jo«o

in * PlCt"r,nd t ^realist art -Lq01c at
hard to draw- t]ie
Abstract Art- mavetne i9%9’ ^

h c e n ^ y  3 gained ** 
iv 20ch 0 been *

A PUr aid ^  h3V and
of which is s "Super
Andre Breton- ^  up0n H ^ ^ h

S u r r e a U ^  £  <*
. mental j.t p the the

subconsci°u objeC eIit. histo ? ^ d
reality vs&c BieUg res
it is a 2 0th ^ o  ? peter ^
Surrealist g° _.s $°sCVhe 103 ced ^

■f

tlism g° u BOsC“’tbe f3' ̂ ed t,ie
,f H i e r o ^ “> S: „£lP«-'e
■add, ^  ^
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praccitioners of today..i. -
• 11 insist that their work 

S0“  °f K“ ‘is based upon 3 d" ! eC!f Sigmund Freud. Artists 
Marx and the thoug s , £n this manner
of this century who have wor Duchamp and

. Mans Arp» 1include Max Ernes , Many other
the Spaniard, Salvadore refiections m
contemporary movement ainong them-
surrealism, symbolism be^ ^  a p0et
surrealist might de p^ctoriaf ®anner
the mind working in m0vementsimports111'

• one of the mos bggan by
Thl“ 1 I  painting- K  ta j,07- »*«in modern Frenc eS Braque e

Pablo Picasso an o£ thls said.
<* the for—  j j ,  «*
experimented W1 aturo the
"You must see in see
and the cone-' intinSs’ ^  the

study his P reduce a £ this
“ >«” yOU ‘ M  'tda. >“

clearly how he e0met^c S
shapes to baste g ^ ^ e r
is the Credo ° h p re. P

. is 3 U sculP was
Neo-plasC;LClSin paiutin® tion- se of

abstract movement - q£ de ^  aS a ^  oge o
design and the ^  h ̂
founded in ri <

c . . • 1 ' . its r -J 1 ol7
e Stljl ’ i ,rei6 Stijl'; a vercical
rizontal an ,co l ^ S- 
Lours and no

m o v < ,

,d in
l93°'6'tie»

lfiy . tnc°
i ■ 
i o'

160 vo“ . .abut11'' „ndgeometric

This is a che caf cne 1 ~ p:
lasted untr ^  ^

- O  van ^

. l9l7

xt baScd 
wet® ,,i'SOal
- V *

,ira





Co l Oi'Urs and rerf-^n 7
of gles- 0ne of the leading

G method was Piet Mondrien.

SctJi p t u r eS and 7  Ita2ian m °Vefflent in Panting,
1 909 and jq7 r i-terature whic
Were Carl * the leading futurists

° Carra> Gino Severini and Giacomo Balia.

G*Ponents

T h i

P

1 9 0 9

vio l
Th

ence
artists tried to express and stress the

T . . ~ the times and opposed cultural ideas
which Iooked hack to the romanticism of the past. 
Its •artists glorified the dangerous times of war, 
achiriery and politics; they favoured the 
° impressionist use of bright colour and cubist 

°̂FlT}s . f

frc was a Russian painter who lived from 
tQ i944. He was one of the greatest investors in 
the history of modem art, moreover hlS ̂ SC° ^ e 
°f the possibilities of abstract or non ig 
^ t i n g  has amounted to one of 
Un<damental changes of imagery an  ̂^  J9J0-

ePoch. His revolutionary comp | concept
played a seminal role in t

 ̂non-objective art.
nu s s i3 n  m e r c h a n t . '

Kandinsky's father was and Florence

lived Kith P“rat‘ l° d,i

;e 1 
to 
xnic

---~ theunder Franz Von Stuck a e<J hi®

>U£
talc
■9W

early childhood. e coci^* *■, j xn he ênt
lng an advanced deg qtudy att’ lq0. . ____ to 5CU . _.„aied also

to

- In 1 8 9 6  d e t e n n in s i  »
* ■ ' «  w  ^  ^ ;

of

P 7ine Arts until 1900- 
s°hool in 1902.

tie °P
• abst̂ ctx°n•pure He

for oth^s’ uesti°nl $ ive
For Kadinsky *s ^th ^  eXP̂ eCcly

,s achieved slowly a f0rtns °a speak
^•covered that ^
9ualities which ertabde
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to the spj .
COnjmu niCat U a l °r mental 
*ater. lnS f i r s t  thtewith°ut

l a l Vorid. th r° “S l  Che recogniza62e

are n eiafa°raCed w
he , 0t ea^  to foiJo * aS in 
afa P Und^stand h ’ huC two Quotations may

trac< artistŝ ^  ^  °f "**
' 'Tf~i

meanin8 ' SPeCtat°r is t0° ^ d y  to look for a 
p 2rocjUc 3 picture.• . Our materialistic age 

C°^tent G<̂  3 spectator.. .who is not
Place himself in front of a picture 
speak for itself, instead of lettim

aP<d m Place himself in front of a picture
tho • sPcak for itself, instead of letting

Wor . nsic values of a picture work on him, 
ries him.-Tr . . - . . /- "closeness

nsic values of a picture work on him,
to n riGs himself into looking for "closeness

U r e > te m p e ra m e n t " . . .  "Perspect ive" and so
o Hls eye does not probe the outer expression 
aim*. ...tO ar . - ' --- — - r--------

Con iVe the inner meaning." (extract
'^~~~~^rnin&  the Spiritual in Art VIJ_JI21U)

triangle

from:

op
11 of aThe impact of an acute angle of
c^rcle produces an effect no less 

Rer _ of kdam m

acute anglt
than the

rcle produces an el
^ °T God touching the finger o

nnt iust
ap angelo, and if fingers are hing more,
°r t or physiological, bet' &  ^

S^ o c X e.‘’ "  * CUCl‘ “^ c t i o S l ^ 3^An- y * (extract from.

nnaco,
mayunrn in 0paC°’r* burn vg

Lzechezlovakian pain paris‘

6e . la in 1817, died m  1 atid «l
cfe, ldendfied with orphisc ericsl
^6 el°Pment of non-objectrve’

Stra^t ion. nl in ?ine
sch°° f

4*. "■uPka studied at P̂ n a
ts ^  J888. In , A- ̂ XU 1 '

I
I

^  1888. In 1906, he

ab s lar>°tory studies which
lractions .
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• „ nf 1910 revealed
His Salon d'Automne entire ^  notable

ooth Fauvist and cubist tendancxes
, • Kr-icrht COlOUr.

principally for their Deiauray's Orphism,
degree under the mfluen abstract
iupka in 1912 and 1913 P h i l o ^ * 1
compositions (Frrgue an £ar)gles turned m sPa

architecture.) i-n r trapezoids or
fo as ro have the ^  ^  p,i««d »

were t>ri-J-illelograms, weira
es. rec0gnized aS

1v presently being f non-obj^lve
Kopka is e„ ly hist« ; iussti„ ««

najor figure rn He is with0 have

did'tka earnest *  ^  e«a»

:k6d in geo"6  ̂ JosSU« f "  o UJ5.

Malevich K8Sl* ' d“ed »  le0‘°8'‘ .upt..*'*8"'
Kier in 1870. ^  ^  • p„.e»

_c lcuoWn -nter t0 he Kier
Malevich w £irSt pa died ac y 0£

was probably _ H® Mosc0tf ̂  Fauvist „,i
tr ie  co«P»a at *  F r ^ / . , ,  d i * ^

L t s £ w » 8 s t , le  10 ’ArtS' He visi'.ence. uaj
red hV £„r»>>; , .

of

A the ^ 0 t  j-jS® a 
. c0fflbined „fdalevich

liti®5 
lived̂  
d gvsf*’

. h of ful".s he ct tfayilevrch 1S» c ppr ■ t,.c

' F u t u r  .1 a Supr,r d i n a r i ly r a \le

ed an

which he °3 5̂ ae> a* J ^ s iC
gf r f tfte rpo*et*

ad ^ C.„ ,ng *£, s G$0„ ^

„ tb«

chat " o f  ^
helieVed rriVJ'3g f h^5

! < s “i ‘ II 8 *"
s n p r e - - :
1 durl°g aCr°sS ■ -*.«
:s dance ^

ô

sioIlS'







T erences i . The Macmillan Encyclopedia of Art

2. Per Gamon dictionary of Art

3. Me . Graw-Hill Dictionary of Art 
Volumes II and 1

A . Encyclopedia of « ^ dIAr
Me . Graw-HiH vo

t
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Form Content Appreciation
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Name:

Topic 

A D A

Kimaiy° Chri-5topher
KiPkurui
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tr
As

ench
early

I1_a__d _a

as 1915, it became
re Warfare Qf W o r M  ,7 ~="a'"e aPParent that the static
nea« l " W e  ‘ "ar 1 » «  to ooodooenUl̂ be>- _ „ lsive than • any
j, ln,b̂  Of youno1S1Ve than continuing mass slaughter. A
U90 sall and Ric"te*leCtUalS' notably the German Writers 

7 ^  (Hans) Huelsenbecic and the Alsatian artistSw
esPe

ttzej-i
—  Ciaj 1

i9ls Baiiy the Rumanian poet Tristan Tzara, in Zurich in
Gteat r. °unded the Cabaret Voltaire, named after the f -rench ql,°i' pr0t ^Keptic of the eighteenth century, as a cents
K-' a9ainst the entire fabric of European society,

ms)
•2nd

Arp, 
where

sought refuge in Zurich, in neutral 
they were soon joined by others,

*h4
<Jes 7  C°uld

oh
tr 9ive rise to and condone the monstrous

^°n the war. At first the evenings were 
bo ' IriUs-ical, or both "Noise-Music", a phrase the>Up b or jbotn "Noise-music , d uiC

cn^ °rrowed from the futurists (with whom they had little 
1*. -
lh
•an
of

V'

-Iternated with readings of poems in several
n,eQgeS stmultaneously or with abstract poetry composed

- Oresningless syllables chosen purely for their acoustic
Of St‘ Public reaction at times approached actual
tnc, CS' which was just what the group wanted. They 

Ked a,.- . ..J form ofevery cultural standard and every form of <> *tic - .

th

activity, including even what * *
^  cade earlier. It is characteri

^ * * 7 .  that there should be Several all a
^  ^  d e

th,
*Pt©d

there should oe t aji agree
°ns of how its name, Dada, ^ ^  was
t;Ltle was intended as nonsense, a
by acclamation.

A group was
1 ^ s°°n became internatio punchamp/
^°96thp y °r9anized in New York by Mar cabia, centering 
V .  w . L Francis Pi the

1;

With the Cuban artist FranC1 founded by the 
® Gallery 291, which had be steichen.

Pb°tographers Alfred Stie? 1
th

II
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■in 1917 from Zurich when
Huelsenbeck returned to Germany i 19x8
, -p 4-i me and earlyefoat seemed only a matter o ' literary movement.
launched Dada in Berlin, largely as a ^  QUt xn Cologne,
After the close of hostilities, Dada ^ e d  b y  the
instigated by the arrival of ArP' st f a local painter.
h igh ly  im a g in a t i v e  a c t i v i t y  o f  ^  ^ painter, began hi
indepGn(3e n t l y , Kurt Schwitters ,  the convergence of

^°ng Dada activity in Hanover. pada enj°yeĉ
Tzava< Picabia, and Duchamp ^ . ^ / d i s s o l u t i o n  in 19

life there from I919 untl h
. . ,Hout even the

ttlO
D

-Lire tnere rium ,nnut even the
certain mad 10TlC festationS o£ 

Therm was always aa,tr»<:ti*. »» ^  „„
st Perverse and apparent y expecte

,,Sa« -»o „ r ,  but it « .  “ aathal—  ^
to™ n  would arise « » “ * oni«ashe<> * ”  „neo»s

r°city of the Dada offens itseU in rences.
■"taunt of creativity, ”  „r =»«»«
S e s s i o n s  that exalted artr^

which was the

StraSb0tisi of tne ""I discovered 
ifted ar story- o£ anCity

gCc°tdin,
Ccide

aU s

a german
£gAN ARP (18 8J7^1jjjl which W&S ^  — nUP*
u • qtrasbour^/ b€

was born m  s tist he
was the most 9ift^ yphal o£
m g  to a perhaps P £lo0r ^  m  torn
ntaliy by tossing fhad torD same

•tiie

tn

out

ng to a pernaF= £1 * very ^  torn
tally by t“ »in9h°nhad «■'“ " r t ^ ^ r ' w  
factory « . « » «  “  ^
• Soon he exp t as and P

 ̂ Produced by chance ' oUt W
i ^  taking Colla9e~^ aper5' nf wo°d
ll» ^ d  at random fro. »«“SP’P ^

xperiment f w i tb 3 ** life‘
Arp then began to gtlape £0ri«s
it ______  ourvili1163 itivo

P then o e g ^  _ r s»** .
freely in curvilin

mr o t h ^  PS^ing amoebas oj:





pTter' h
lntQ<3/ ln - ' ---ww*UiAy wuuntea and

etlchoin^ C UQ y biomorphic shapes or configurations
J r  CUtOUt card^ r d ,  tastefully runted and
11 vaoim 7 ,, u .•

<U
'ihg

i92
St°rtina 3tUre as seen through moving water or ay 9 -lass.(fj ' Mountain Table Anchors Navel, of

j qj 9* 498) a 1 i •
a Parti 1 ln whlte' brov™' black, and sky-blue,th ”

parf . Xil wlULe  ̂ Drown, black, and sky-blu
L J . C U I 3  r  7■°ir fr ^ engaging example of Arp's Whimpsy. In

* tepi ™ brom such restrictions as the straight lines
1 e  Q S y ,r an°bor shafts, these collapse shapes,

a n C0 s to- ors of the sort machines of Oldenberg in the
5-6-̂3-h, exert a special charm. After the 

- the / ° n ° f Dada' Arp continued to work as a sculptor 
S-̂ boUe ree for^s he had invented, promoting his earlier 
0ther ttes to three-dimensional shapes melting into each 

Vith exoin'o,-^_____ nmrcn' nfcL953 (Fig. 499),

Of
<u
•19
<Uj

S\v 
V

’eiisVlth exquisite grace. 'Torso' of T95J ing.
, and contracts as subtly as if the velvety marble 

Sathing.

UCHANP 
He

CHAMP
-Ht Was the leading spirit of Dada.fw Q cerf_  . a as Michelangelo

" *  h ism  l n  d l s t a n c e  fro m  D3d .ggt wort, "thes Hanrov.,-_ , , ̂ _~ wis greatest
:ance from D a d a , aS »the

s; « » n „ erlsin aduIat0„ .  « ,
^Pped Bare by Her Bachelors, ronStruction

5 H p  0I f9 l 5 ~ 2 3  ^ i g .  5 0 0 ; ,  ^  a n  ^  0 f  P ta c e  * 1 «  

Paf tWo superimposed doub e ^  generally don
ths illtin9

(Fig. 500) , is an of place glass,
uperimposed double ^  generally done

tin9 if ft can be called tha /  ̂^  the other, 
1Side of one layer and in
fiiling in a sandwich, an generally use

"uiI = , , technique5 9 work
i n )  d  q u i c k s i l v e r  b y ^  w i o d o v * -  ^  f a r  aS

^ages and lettering t but
eludes final fr»a‘« » t r left.

, ** ^ . P l a i n e d  it at *** T ,
b0ts" a „  the nine - o M *  t„  ^ of
/  a 1 bachelor-machine ’ £° ti"
* binder, ,11 r e n * * ^  '*
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./ive so that they seem
engineer diagram, and in perspe ^  three designs of
to float. Especially delicate are t "bride-n ouicksilver. A11rays or rnnrPni-rir circles m  w ^  an obviou

Uoat. Especially a e u ^ ^  . n  ̂ The "bride• nnicksilver. A11
rays or Concentric Circles m  iPft an obvious
ls the mechanized creature a  ̂Staircase, No* ^
Ascendant of the 'Nude Descending a sting the

. d 7 S-) . She grasps a clou . ering outline- • She grasps a ing outlines
MllkV Way) , pierced by windows w e in a cross

studied from those of icity of the glass
'aft. The transparency and re and the °bser

in, . . . the environ ^ o l i b e r a te

studied from those or ectrieity of
raft. The transparency and and the
ere intended to include the enV1 of deliberate 

the work of art. The end ...tio., »
an . . . draftsmanship- Although its

ning, mechanical d magic- ,1ing,

Ai‘tt:nQea iu xnv**-- ^c11lt UA —  a
t h e  „ „ r k o f  a r t .  The end t i 0 „, »

nr, • . . d r a f t s m a n s h ip '  A lthough i t s
n n l n g , mec h a m c a l  d r a * b le  m a g i -  £  l i n g ,
: i d e n t  i s  a  w o rk  o f  m de i t  from c0xlection
> « U t y  ha. generally P « «  ,r

a l t h o u g h  d u r i n g  t h e  yS seen only * t  k nce on
Kat h e r i n e  S .  D r e i e r  i t  w ^  ^  en0rn.ous

i 2 i n g  c r e a t i o n  h a s  exerC ’ ^ i^ 7 0 s -

art, up to and roachineS'
ed visual duCe fl°atl

D n c h a ra p 's  i n g e » i t y  f»s« ”  “ * '

“ • ' i t l l h ,  b l a d e s  o '  , e c o r «  °  « I „ t> ®  ° ‘
Cq 1 q s  a n d  v i s u a l  gramop gh the to in t
* * r t  t o  s p a t i a l  im ages  * *  cauSe a *o

_ ^ r i t  o f  r a l l \ ,  ed oUncsd
to spatial ^ . ^ r y  -  witn - d i„

—  • His spirit o a« supP ch pr°n He
;°graph of the "Mona 0.Q-> cene pU" a
atee and the *"* a * * * > •  « to
each manner

and the t n  8 i C ^  ai,
:h manner * * « * ” « »  ^  ^  

ied such ordinar g b° "re® in
lovel, a rack ^  . andv e l ,  a  r a c k  « ^ j j n g  e“*a „ ,«>■  " ^ e ,

3a™  ..n»faCt“a„<>o»,’t,!kh«l' ' ^ ‘fisticor not these ^  ^  t»a >is
-s beautrfa ^  „ „  . ^ s i "
he had not neW acti ̂ .pd * ciô
-ertainly P^a n the it tu
by l i m i t i n g
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ready-rnades have provoked lively di. 
Critics, anrl hi Qfnrians for nearly

.scussion among artists,

i c s ' ^ a n d ' h i s t o r i a n s ' f o r  V " * 0 *

P i g

One
_ was "TUM", of I918

of his l o s t  u b ra j ;y  of Katherine
501) , Ion, installed in ^  - . bidf=le

Dre x e r ' s  home. Shadows o f   ̂ f l o a t  on the Canvas,
eel, a c o r k - s c r e w ,  and a coatr pear to be a colour

n e t r a t e d  by  a p r o c e s s i o n  o f  w£l &n i n perspec t i ve ' 
r d s » b u t  are a c t u a l l y  p a i n t e d .  t u r e , but are
eV seem  t o  be r u s h i n g  °ut o£ h i t e d  a Pro£e
stra -- - . . ..-if Duchamp " _ „nain

ing out of the a pr0fessi°nal
ined by a Teal' bolt. ^.'painted

n Painter to paint the poin made by th
* * * *  rip in  the canvas J tt3 *  ^

trUsion through it of a r® The enigma sU9and the 
tened by 'real' safety PinS lting tltlB make
^  incompiete but £ io» »»* * * * £ „ *

SrPenetration of reality' 1 intings °£ duCtionS °£
S Oho of the most < * « * * * " £ „ # *  « *  **
‘“T .  Except for produci»9 ^  n>» ,«»«'
glass works, Duchamp clalin. q in sectet tati°n 

ss * c nroduciby in a vey is' Actually, he was P T.romen
worKS' uutuw t ,llCing 11 a veg«^ .

actually, he was Pr° women 1 aftei hlS_ ir a 1 oniyIOrste peep show revea^e
f whose existence. x. nre waswhose existence

ERNST (I89j1̂ i i ^ '  - a 56
^ L £ M § z - iii2iri^ i'-t * 5elc T ^ l u * b e s 'e was a kindred spirl Chirl 0f tl»« d with
• The barren » > “  ^  i» “ ‘-..i-

t?t.—  macrica  ̂ ^

ht c°n1'
iog^e

^tcal monster/ of . 1 er ^
ids in , distant **»9 u »sh»d* _„,t **T » d ‘“’ .

J-iltf Ddlici* • , rp̂ e
1Ced Ernst's magical e 

(P —  e0
l 4-or toW^-1- as
1 monster, ^  of ^  ^
m  a distan a waS th3 spf° r.

+- -cpd ci hda v-ê d 15 ^ture is compose^ a n i be re
nti u „ i n d ud T anl d e nes attachments, 1 meC the .m ? ,feep'

■ - to a £f0i« , r.o tte
s ^

a lll~
trunk, leading eInetgePair of tusK=> - fema1 ggS . <1 Q\X̂
’reground a bea pet1
„ . -of to a v-°ved

0 * ^  O
>ots'

to*'
f c0

Vi tm ̂
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KURT SCHWITTERS (1887-1948J_
In Hanover, meanwhile, a lonely and sen

Spirit, Kurt Schwitters (1887-1948), was pr. jicf^rds rescuea
marvelious pictures out of ordinary^ wrappers,

the wastebasket or the 9““ ” ^  prQg'ams, pieces
tam tickets, bits of newspaper Coiiages,

°f str ing. in a sense they resemb them, but
and ■ —  the best or

-t.i_i.ng. In a sense they resem êst them, but 
are as well put together as th of the cage.

he^ lack the unifying temporal Schwitters, a
°nly the detritus of society inte te beauty from
kind Of poetic s c a v e n g e r  who coul c . aided
what- • .,„red less tna colour -ls ordinarily consid touches oifrom t-- ,,h . few strong ton  ̂ q£ l9l9time to time with a . centre ,
l a <3en K v . , w i t h  U 9 h h: s -merz

'wi.uinaiii._y w w—  tOUCiî  ̂ _
ime to time with a few st^° Centre', °f ^  

Sden brush. His'picture with ig d his ,[nerz
[*• S03), is typical of * *  *  ~ drawn * -  **

This nonsense , .«■ “  ",
Commerzbank' (Bank o structu

k=_. . - thfi fantasc ,.ries

, S ’ This nonsens. , commerCe) , o£ junk
Commerzbank' (Bank o -c sttuC , h£s

2ban' to describe the £an^ gd ttf0 st°rl®Sthis 
S e a t e d  t h a t  e v e n t u a l l y  J-  trUction o

i . __ tv tne ,_rran aI1

let

« U  tnat eve*..---- destr»^" ther in
®s in Hanover. After rS be9an , pictures*
etion by the Nazis. d. Hi® afld
y and yet a third in  ̂ their 0f Dada
tiny and jewel-like in ^  princlp
lanCe, continued some °
tho • - oentnry-uhe m riiiip

h
°v,

S2NCLUSION:

B
bn,. be9nn to fade, and m°St
« C * n t

e in liberating
Surrealist

the
tooK

c*e

had P

he nihl
V 1923 the ic o n o d aSin̂ ti5ts ^ ed a ^ \ ogial

i l i sin
of Da
j the rted
lia

da

eri-' £roit 
ces ofpre^' .hatNonetheless, - _ ative  ̂en^a our

C kl
u^t;Ln9 illogic on Frendl

C°Ver and utili*e £°r rocesS6
opPoSed to the iogical

ne*£ S c i n "at the n ies cne
■ n rP0®6 rtht-L3 ave Purf£ theug ti g of

tua-
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A rp. Mountain Table Anchors 
29\  ‘' 25. O il on cardboard with cutouts.
^  ^  • The Museum of Modern Art.

r°rJ0 l953’ ̂ M̂ n'cloding 
l7“: bj!Ci S,°"' ba.ŝ'.hc!l̂ h CoHeg'

Picture nith Light-03 KURT Schw itters  £  ,(h ojl t)n cardboard.
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w o r k  was influenced by strange atm<
io ck lin,
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he result was that Andre Brenton, who was regarded as the 
hard, an of orthodox surrealism, critized his work

osphere of Arnold 
rico's style 

erent from that of the other surrealists.
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- h , th,t no a w  -  • „ »  » . »  »* -
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; ; r ° ti0n °f 2 mOVleS ™  C^ "  Andalou and L,Age
" ""uch proved both sensational and scandalous.

p DallS besiworks were very minutely detailed e.g. nThe
dnre of memory. A l th o u g h  he was a c t i v e  in

J i s t  e x h i b i t i o n s  o f  the  he was some what
■isoj of .ed because o f  a su p p o se d  sympathy w ith the d ic t a t o r s  of the

tijn 0 fjg c ■/- t 7 7
L 'H i  a d v e r t i z e d  h im s e l f  by d o in g  g rea t  works9

Port raits and was even fe a tu re d  at the world  f a i r  i n  New York.
I i i s

w° r k  i s  v e r y  deep w ith  m ysty s ism  and s t r o n g ly  im ag inat ive

*is characteristic of the surrealists.

S»rrealism is a l s o  very powerful in the bounds or 3 
^ e n s i o n a l  works. Sculptors such as Henry Moore, Julio 
G°n ^ l e s who was an associate of Piccasso and Alberto 
GiaCo-etti who later left the surrealist movement and

en°UnCed all the work he did as s 
Cribed as surrealist worko

urrealist although it may he

The Surrealists hy
jvTLLIAM GAUNT.
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The

WHAT is i t ?

"Bauhaus" is the common shortened name of "Das Staatliche Bauhaus 
Weimar", a school of design founded in 1919 by Walter Gropius in 
Weimar, German. It was largely responsible for revolutio g 
tha teaching of painting, sculpture, the industrial arts and archi

tecture throughout the western world.

„ nf its success and influence to
Bauhaus owes the greater par founder. The

the sincerity, integrity and perservera ^ the institution

townspeople of Weimar, however, did n Dress and public, the

and in April 1925 after constant atMC* ^ i v e ,  educational and
Bauhaus moved to Dessau where new admi ^  buildirigs, designed by
residential quarters were contracted. 1 ese ^  architecture;
Gr° P iu s ,  marked the maturation of 1933 by the German

they housed the Bauhaus until it wa centre of communist in
^ i o n a l  Socialist government as a « P “ « enter private practice and
tellactualism. in 1928 Cropius resigne ^  ^  remained until
Was e. Vin feet Mies van

succeeded by the archi

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

: >933 some of the IIIl- in
t founded th Harvard/
L a z s lo  M oho ly -N agy f  f  desi9n Illinois

schoo l cj- , a t the
Pius ' appointment to t ^  der Ko _ Rauhaus

— a Mies?1Us ' appointment to der R° Bauhaus
and Mies vai ideas of tne

-̂ -ack Mountain College spread
.n Chieeg°'■̂ -tute of Technology x

ughout the U S. between the art’
* isiaS ____ ,„ally in

he

. between ^

-  tl” . » » J  . . *»«»“ “  *,.ort eraf ...„rkshop own
auhaus sought to

yf- crâ
technically eX&

j- yea* ccu'-'~— Ids. In the firS aS the ftslDan.
. . LateJf/ artist~and an artis •  ̂ one

ffsman ^  ~ waS taugn̂  ̂
-raf h worKshoP 0wn

t years each develoPed
:ields. In the first y aS the s
“‘an and an a i ^ “ ^ py
t s , each workshop w





tudents were bound to complete a full legal 3 year apprenticeship. 
« t e r  a six-month preparatory course students went into the various 
training workshops (crafts and formal] for practical instuction.

As instructors in the workshops. Gropius assembled a faculty noted 
and admired for its brilliance, enery and productivity. Among them 
Were the Germans Gerhard Marks [sculptor], Oskar Schlemmar [scenic 
designer J, Josef Albers [painter] and Adolf Meyer [architect]; the 
Swiss Johannes Itten [painterj and Hannes Meyer [architect]; the 
Austrian Herbert Bayer [typographer J; the Russian Wasily Kandinsky 
(painterJ and the American Lyonel Feininger [painter].

ITS OBJECTIVES: 1

The Bauhaus strives to reunite arts and crafts - sculptor, painting, 
aPplied art, and handicrafts - as the permanent element of a new 
architecture. The ultimate aim is the Uniform Work of Art - the great 
construction that recognises no boundaries between monumental and 

decorative art.

The Bauhaus wants to educate architects, painters and sculptors of 
all sorts to become qualified craftsmen or indipendent creative 
artists. It also aspires to establish a study group of leading 
artists who will be able to design buildings rn therr entirety 
from rough brickwork to completion, including embellishments and 
furnishings that reflect a similar spirit and unity.

ITS P R I N C I P L E S :

: most students should face the fact that 
their future should be involved primarily 
with industry and mass production rather 
than with individual craftmanship;





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 
Bauhaus did, bring together the various 
arts of painting, architecture, theater, 
photography, wearing, typography etc into 
a modern synthesis which disregards conven
tional distinctions between the "fine" and 

"applied" arts;
t

it is 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 *  »  *‘"* w  “ *
nf the student., the benefit of tn

■»nce of materials is essential 

r°U9h T n T o f  design - experience at first 
the St 6fee experiment and then extended
fined to i 
tactical shop work;

f rational design in terms of 
study of should be only the
■ rS and m3. . f new and

nlC . 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]

T h *  “ u h , “  “  “Z7ZZZZI Z 7Z7ZZZ.L
“ " ‘*n “ “  °Ih. „ >h.« .«.««= -it*

School of Arts and Crafts. 
e*tended into the whole field of

of the Bauhaus showed the influence of contem
n s  works of this stage o ^  cubism. During this stage
>°rary "modern" movements, particul famiU a r  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 thUS

M925 ' 19331HE b a u h a u s  AT DESSAU the Bauhaus
to flow forth in abundance,J ary ^  _

;re' b69an I ,  famiXfar -
■ this period derive fishes,

jprntextrfeS'-eel furniture, moder

y°ut. the "fine" arts
was oarri^ even 

, design «as . planning.
e spirity of functional ^  reglona

d applied to architectur





S0ME FAN0US 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 

Un<̂ er the name of Staatliches Bauhaus Weimar in April 1919.

In 1 9 2 7  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 
^ S, Germany and the Middle East.

He died on July 5 1969 in Boston.

Tohannes Itten:
°rn‘ 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 ]9]9 in viennal,
, ciurro, as early asin his gallery Der Stun objective art with a showingallery Der Sturm, objective art with a showing

boos gave the first exhi 
:en's abstract paintings-





got to know Gropius in 1919 and was invited by him to join the

neWly founded Bauhaus in Weimar, a number of his Vienna students 
going with him. By the time he left Bauhaus in 1923, he had deve- 
I ed a general course in design, which became known as the 

Kurs and later gained universal currency.

After leaving the Bauhaus, Itten immersed himself in Mazdasnan 
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 
F lachenKunsts-schule in Krefeld. Two years later however the Itten 
school in Berlin was closed. In 1930 Itten's first book "Tagebucher" 

 ̂ Diaries"J was published.

In 1938 itten migrated to Amsterdam. He died in Zurich on March 25
1967.

Hubert Hoffmann:
Born • ■ 1 an A of an old established family of architects.°rb m  Berlin in 1904 of an uiu
p ■. the Bessau Bauhaus, first m  thePr°m 1926 to 1930 he studied at h_ in the building department. He then
c^rpentry workshop and later i . Berlin andy * „ _  the Technical University, Berlin, and
ecame principal assistan
;atght city planning and communications.

as architect, city planner and designer,
e started to work on his own ,n advertising Graphics.
^ Irene Hoffman, u

together with his wife, tted to Dessau by Mayor_.c he was invite
•9ht after the war, in 19 '  ̂ but was prevented from doing
itze Herse to reinstate the Bau Germany. Back in Berlin
because of the political ^  People''- thus reuniting
organised the exhibiti°n 
lttered members of the Bauh





In 195 9 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.

Among his books are "Neau 
Architecture'']. Stuttgart 
or Dwelling"]/ Graz, 1964, 
Level Building"] Stuttgart

deutsche ArchiteKtur" ["New German 
1956; "Wohnen oder Hausen" [Residing 
and "Urbaner Flachbau" ["Urban Low
, 1966.

rosef Albers:
, nistrict Germany] in 1888. He studied at 

torn in Bottrop [Ruhr D igQ5 fco 1908 and there received
he Teachers College in Bueren rom albers became a teacher in

. Following this, a i d w
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 
-iseum in Hagen. 111

he continued his studies at the

:ter graduating as an art ^  from 1916 to 1919- and f°r ^
*ool of Arts and Crafts m  K ^  ^  Franz vo„ Stuck
me at the Munich Academy *  ^  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
•mrt hrs teb .. -he same time

1922 after workshoP. «  the Sommerfeld House
stallation of the g thern the ones teaching of^  among tne d hiw with tn
:st glass pictur ' ^ entru the Bauhaus*
„ D , g22 GropiuS ha and design at
Berlin. By l? 2 ^  mat e r ^ 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.

Josef has written a book, "interaction of Color" [New Haven 1963],

Lyonel Feininger:
„ , „  1871 in New York City. He 1ft the U S for Germany
Was born on July 17 18 ^  ^  ^  instead. Music,
in 1887 to study Music but * ^  in his life and art.
however, was the first and Pr P

burg, Berlin and Paris between 1887 and 
Feininger studied art m  Ham ^  German humor magazines and
*893 and then worked as a c Feininger joined the Bauhaus
th e  Chicago T ribune. A fter world company of Paul Klee as well
Workshops and soon found himsel
as Vassily Kandinsky.

k was closely akin to the aim
rhe structural direction of his own w ^ ^  ^  technology. After 
*  the Bauhaus; a synthesis of ^  the United States Durrng

Lhe SeC°nd W°rld in b°th ^  " t  orderly^ crystalline
he remained of his l1 his visionary, Yremained or f hiS

• • o refineinentmost sensitive r
•Id.

13, l956 inninger died on Janu y
vnrk city* New rox*





V a s s i l y  K a n d in sk i:

Born in Moscow on December 4, 1866. Kandinsky was one of the 
originators of nonobjective painting. While studying Law and 
ethnology, he decided to become a painter and in 1896 went to 
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 
fantasy, and in 1909, was instrumental in founding the New Artist's 
association in Munich, one of the springboards of the Expressionist

movement. t

In 1910 he p a in ted  a water co lo r which is  generally  considered the 
first nonob jec tive  p a in tin g  and a t th is  time formulated an aesthetic
, ,  . • "concerning the S p ir itu a l in Art" [1912].th e o ry  o f  a b s tr a c t  a r t  in Concernny

Mor-r- edited  the almanac "Der blaue 
Also in 1912 Kandinsky and Franz Marc

. , m  which they produced a r t  from a l

„  v ir tu e  I t -  » OTv . .U » « .W  
a 9es that appealed to  them y

sPiritual a u th e n tic ity .

_ a t the Bauhaus. Together with. a p rofessor ar uicIn 1922, Kandinsky became y jawlensky he formed the
Paul Klee, Lyonel Feinmg "concrete painting"; that is,

. he c a n fc'u31 Ue Four. He continued w from the world of nature.
_ of color and tor 

1 complete independence
, until it was closed in 1933 and then

, . ,-he Bauhaus u , .fe he achived a
a nd insky  remained a decade of his

During the laS earlier period and
9 went to P a r is .  Dur t u i t i ve imag *

f r e e , 111
^ n th e s is  between tn





more scientific ones of his Bauhaus period. He gave evidence 
that "art like nature creates form for its own ends in a world 
where everything is both tangible and intangible, physical fact 
and subjective symbol.

Kandinsky died on December 15, 1944 at Neuilly-Sur—Seine, France.
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SOME FAMOUS BAUHAUS WORKS





W a l l e r  C r o p i u t '  m o i l  i m 

p o r t a n t works b e f o r e  t h e  

B a u h a u s

W a lle r  G ro p iu s  a n d  A dolf 
M ey er: Fa g  us Shoe -la st

F ac to ry , A lfe ld  - on  - the - 
Leine. 1911

W a lte r  G ro p iu s  a n d  A d o lf 
M ey e r: C o lo g n e  Exposition  

of the G e rm an  W erk b u n d . 
H a ll o f M ach ine ry . 1914.

W a lte r  G ro p iu s :  D ie se l-

d riven  locom otive  ca r  d e 
s ig n e d  for a  firm in D a n 

z ig .  1914'

W a l te r  G rop io*  a n d  A d o lf 

M e y e r . C o lo g n e  “  
o f  th e  G e rm a n  VVerkM

A d m in ls lro 'io n  S o .ldm S

F ronf v iew . 1974
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Peter Rohl

Program  of the open ing  ce le 
b ra tio n s  of the Bauhous a t the 

G erm an  N a tio n a l T heater of 
W eim ar, 1919

Typography and layout

j . pQ

fc»rQS_Pf' S ,e e l a n d  n ic k e le d  
f lo o r  la m p . !923

A lbum s o f  l i th o g ra p h s , w o o d cu ts  a n d  c o p p e rp la te  en- 
rav in g s  (Bibf. n o s . 2, 3A, B, C, D, 5, 7) w ere  p rin ted  

?  a  w o rk sh o p  e q u ip p e d  w ith  h a n d  p resses . The a lbum s 

l i r e  b o u n d  in Ihe w ell e q u ip p e d  B auhous b indery .

Lyonel Fe in in g e r :  Title 
p age . Europd ische  

G ra p h Ik .  W o o d cu t. 1921

B B r r r r r r r

, Itten: Typo-
^ " 3  design. P«9° 
groph'ca ,921* t/top'O-

irrvs-f-- lx*
m m *
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Joosf Schmidt: Title page. 
Special Bauhau* number 
of Junge Menschan. 1924

L. Moholy-Nagy: Title 
page. Prospectus adver
tising Staatliches Bauhaus 
in Weimar 1919-1923





Oskor Schlemmcr: Disk 
dancers from The Triadic 
Ballet. Photomontage

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

Alexander Schawinsky: 
Tap dancer and tap 
dancing robot, 1925

F o rk .. M o l * *  

in action





Forkas Molndr: Project for 
a wood frame hou»e. 1922

Waller Gropia.
M-yer: Praieel sub'n.l'aa

to ,he Ch,Ca0Keinforced

concrete. I?22
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Marianne Brandt: Metal 
teapot. 1924

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

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