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Note Gauzy Veil.
Leonardo pioneered
sfumato, or the layering
of thin,translucent glazes
“in the manner of smoke
without lines or borders.”

Great Eye Contact.
Contrast with coy
smile helps create
the mystery

Busy Background.
Jagged peaks, winding
roads, receding waters
Lines lead to point
behind Mona’s head,
called “single-vanishing
point perspective.”

Leonardo DaVinci.
Painter, sculptor,
architect, engineer,
inventor, scientist
Good idea man but
bad on follow-through
Most works unfinished
Career total of only
30 paintings.

Painted (1503-07)
Qil on panel. World’s most famous
painting. Now appearing under glass at Louvre.

Carol Strickland, Ph.D.

Before Mona: Paintings
were frescoes on walls,
miniatures, or panels
on furniture.

After: Framed easel
paintings displayed

on stand or hung

on walls

Portraits Before Mona:
ldealized deities.

After: Realistic “full-
bodied” human beings

Enigmatic Smile.
Muystery for the ages.
Singers, musicians,
jesters performed to
keep Mona “full of
merriment” while
posing

Creat Hands.
Leonardo studied
anatomy. Dissected
bodies to reproduce
human form precisely.

Who Is She?

Most likely historical
nonentity. Probably
Florence merchant
Francesco del
Giocondo's wife



THE ANNOTATED

MONA LISA

A Crash Course in Art History
From Prehistoric to Post-Modern

Throughout the country, in every

major city, art museums stand as
our proudest, most venerated public
institutions—the world’s great art,
there for all to see. Yet for many
Americans, the world of “Art” remains
inaccessible, lost in a fog of jargon
and theories that can make the
artwork itself seem hopelessly remote.

The Annotated Mona Lisa
demuystifies art history. It’s a brisk,
clearly stated survey, from cave
painting to conceptual art, that
doesn’t talk down to its reader and
doesn’t assume a prior art education.
And, most important, it never bores.
Dynamic design, with succinct, page-
length essays, frequent sidebars, and
abundant color illustrations
incorporated into the text, make The
Annotated Mona Lisa a browser’s
delight, as well as an authoritative
reference that can be read from cover
to cover.

I t's a paradox of American culture.

Sections on ancient and medieval art
emphasize context and historical

relevance: What kind of people did it
take to build the Egyptian pyramids?

Continued on back fap
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Gericault, "The Raft of the Medusa," 1818-19,
Louvre, Paris.

INTRODUCTION:
HOW TO LOOK AT A PAINTING

Like musig att is a universé language Yet, even thoudh looking a mog works
of art is a pleasural# enoudn experienceto apprecia¢ fully whats going on
requires certan skills and knowledge In The AnnotatedMona Lisa 25,0®
years of art history hawe been condensd into 208 pages in order to quickly
provide sone of the necessar skills and knowledge

The AnnotatedMona Lisa alo presens this essentikinformation as
simply as possible with a minimum of technica jargon but with a wealh of
anecdo¢ and biographicé asides to lend a human dimensia to the world of
art. Timelines summariesand comparisa chars appea throughot the bodk
to help the reade absob ard retan importan points

Yet, while mary of the critical tools for forming independenaesthet
ic judgmens are provided here ultimately, the rewad comes in using these
tools to draw your own conclusios abou why a particula painting touches or
moves you, or even why it doesn't The more time sper in museuns and gak
leries the more rewardirg the ad of
encounterig at becomes

There is a world of difference

betwee viewing awork of art ard reat
ly seeiy it — the differene betweea
sight and insight When | bega to
researb this book, | already knew a
grea ded abou art had taugh it in
American culture coursesloved it, ard
spert much time in museuns and gat
leries. But after two years of tota
immersim in art history, | found my
experiene of looking a paintings ard
sculpture totally transformed My
increasd knowlede led to enriched
stimulating give-and-tak engagemen
with art It was like switchirg from pas
sively watchirg a film in a foreign lan-
guage to actively debatirg in ones
mothe tongue | hope my experiene
will be a microcosn for readerswho will alo apprecia¢ art in dired propor
tion to the amoun of knowledge they bring to it.

Choosirg one exampek from the book "The Rat of the Medusd by
Theodoe Gericaut (see p. 76), heres how one might go abou analyzirg a
painting using sever&traditiond criteria



COLOR, COMPOSITION, MOOD, AND LIGHTING

"The Rat of the Medusd portrays victims of a shipwreck adrift on the sea
without food or water, at the momert they signd to a distart ship. The
painte cho® to represeha dramatc momern — the instart when survivors
regan hope of rescie — but he conveya their desperagt situatian through
an arrgy of painterly devices Gericaut usal the full rang of painters tools
— color, composition mood ard lighting — to convey his thene of mans
struggk againsg nature

1. COMPOSITION. Gericaut divided the scere into two overlappimg triangles
The triangle at left, defined by the mag and two ropes includes the deal
and dying. The triangle at right, whos pe& is the standirg man waving a
shirt, is composd of dynamt figures with arms outstretchd to indicate
their surgirg hopes The placemen of this triangle at far right, the direction
of glances gesturesand arrangemehnof drapey all contribue to the effed
of forward thrug and dired the viewers eye to the focd point of the figures
frantically waving

2.MOVEMENT. Gericaut create the impressim of motion throudh contrast
ing the posture of his figures The picture as awhole seens to surge upwad
from the pronre figures at lower left to the uppe right, with its concentratia
of sitting and reachimg figures The waving man at the pe& of the right trian
gle is the climax of this moad of rising hope ard advancig motion

3. UNITY AND BALANCE. To prevern the two triangles — one of despair the
other of hope — from splitting the picture into unrelat@ halves Gericaut
overlaps the triangles with transitiona figures appearig in both. An am
cuts acros the rope (the strongesline of the left triangle to point to the
pe& of the main triangle and unify the two halves The two off-cente trian
gles alo lean in opposie directions eat balancim the other

4. COLOR AND LIGHT/DARK CONTRAST. Gericaut painted the stom clouds and
crestirg waves dark to creat a menacig mood The horizon — where the
rescle ship is located — is bright, like a beacm of salvation The extreme
light/dark contrass throughou the painting imply the alternatirg emotiors
of hope and hopelessness

5 MOOD. Jumblel lines of the writhing bodies sugges a moad of turbulence
in keepirg with Gericaults thene of titanic struggk agains the elements

When looking at ary works of art, the viewer shoull conside ele
mens like these which artiss use to creae therr intenda effects The more
profourd the thought feeling skill, and invention an artig puts into his or
her work, the more it unfolds to an alet spectator Appreciatirg art is a grad
ual, never-endig endeavorwhich is why art from all eras still engage and
enriches us

—Card Stricklard



The Birth of Art:
Prehistorc

Throuh

Medievd

Art was born arourd 25,000 years aga when the
subhuma Neanderthihevolved into our human ancestor
Cro-Magna man With greate intelligence came
imaginatian and the ability to creae images in both
painting and sculpture Architectue cane into being with
the constructio of ritual monuments

For thousand of years as civilizations waxed ard
waned thes three art forms — painting sculpture and
architectue — embodia@ the ambitions dreams and
values of their cultures Although early artists are
anonymous mod of wha we know abou therr societies
comes from the art they left behind Ruins of
Mesopotamia zigguras ard bas-relié sculpture as well
as Egyptian pyramids testify to complex civilizations
Greek art reachd a pinnack of beauy as respet for the

individud flourished in Athens and Roman relics atte$ to
the might of the greates empire in the anciert world.

Artists becane increasingy accomplishd in
representig the human figure in realistc spae until the
Middle Ages when art change radically. With the
triumph of Christianity interes in the body and the world
plummeted Stylized painting ard sculptue existed only
to tead religion and adom cathedras — the true
masterpiece of the Middle Ages

From 25,00 B.C. to A.D. 140Q the histoly of att is
not a story of progres from primitive to sophisticatd or
simple to complex — only a story of the varied forms the
imagination has taken in painting sculpture and
architecture



WORLD HISTORY

Asians migrate across Bering Strait land bridge into Americas
Urhanization begins, writing invented

Tutankhamen reigns
First Olympiad held

Athenians establish democracy
Pericles rules Athens

Alexander the Great conquers known world
Romans build first highway

Pompey constructs first stone theater
Octavian proclaims self Emperor Augustus,
150-year Pax Romano hegins

Rome burns, Nero blamed

Pompeii destroyed by volcano

Greece absorbed into Roman empire

Roman empire divided, Byzantine era hegins
Visigoths sack Rome

Theodoric founds kingdom in Ravenno
Justinian reigns, Byzantine Empire flowers

Mayan civiization collapses

Crusaders capture Constantinople

Aztecs found Mexico City

Black Death epidemic wipes out one-third of Europe
Incan empire in Peru begins

Constantinople falls, Byzantine Empire collapses
Columbus discovers New World for Europeans
Spain conquers Montezuma, king of Aztecs
Champoliion deciphers hieroglyphics

25,000-20,000  B.C.

15,000- 10,000
11,500
3500-3000
2610
2150
2000
1361 - 1352
776
742- 706
650
c. 650
600
500 B.c-A.0.200
450-429
448-432
332
312
190
80
55
21

Ao. 64
79
82
118-25
146
300-900
395
410
493
527 -65
532-37
547
600-800
900
1000- 1200
1200- 1500
1261
1305
1325
1347 - 50
1438
1453
1492
1519
1821
1922

ART HISTORY

Venus of Willendorf sculpted
Cave pointings created

Imhotep, first recorded artist, build
Ziggurat at Ur constructed
Stonehenge erected

Sargon Il builds Royol Polace
Wall reliefs sculpted at Nineveh
Freestanding sculpture developed

Africon sculpture begins
Parthenon built
First aqueduct built

Nike of Samothrace sculpted
Pompeii mosaics created

Colosseum opens
Pantheon constructed

Mayans create Classic culture

Hagia Sophia built

Ravenna mosaics executed

Iish monks illuminate manuscripts
African bronze sculpture made by K
Romanesque churches built

Gothic style reigns

Giotto paints frescoes in Padua

Carter discovers Tut's tomb
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PRERISTORIC ART: THE BEGINNING

Although human beings hawe been walking upright for millions of years it was
not until 25,0® yeas ag tha our forebeas invental art Sometine during
the lag glacid epoch when hunter-gatherexwere still living in caves the
Neanderthhtool-makirg mentaliyy gawe way to the Cro-Magna urge to make
images

The first arnt objecs were createl not to adom the body or decoraé the
caven but out of an attemp to contrd or appeas natura forces Thes sym
bols of animat and peopk had supernaturasignifican® ard magc powers

SCULPTURE. The oldeg surviving art object are sculptures made from bone
ivory, stone or antlers Thes were eithea engrave (by incising an outlined fig-
ure with a shap tool), carval in dee relief, or fully roundel three-dimension
a sculptures

VENUS OF WILLENDORF
¢. 25,000-20,000 B.C., Museum of Natural History,
Vienna. This tiny female statuette is one of the earliest
known human figures. With its enormous breasts, protrud-
ing belly, and stylized round head, the sculpture is more a
cluster of spheres than an individualized woman. It was
probably a fertility fetish, symbolizing abundance.

CAVE PAINTING. The first "paintings' were
probably macde in caves approximatey 15,0®
yeas aga Thes pictures of bison deer horses
cattle mammoths and boais are locatad in the
modg remoe recesse of the caves far from the
inhabited sunlit entrancesArcheologiss spee
ulate artists createl the animd images to guar
antee a successfuhunt Many are portrayel
piercad with arrows and gouges in the rock
indicate cave-dwelles may hawe flung speas at
the painted game

HORSE

Cave Painting at Lascaux, France, ¢. 15,000-13,000B. C.. To create these images, cave artists used charcoal to outline irreg-
ularities in the walls of caves that suggested forms from
nature. Bulges in the rock implied hulk, and tonal shading
with earth-tone pigments lent contour and perspective. Jhe
"paints" used were chunks of red and yellow ocher ground
into powder and applied with brushes or blown onto the
surface through hollow bones. Drawings were often super-
imposed randomly, perhaps because new images were nec-
essary before each hunt. Jhe images — almost entirely
animal figures — were represented in two-dimensional
profile and seem to float in space, with no hint of back-
ground surroundings.

A PREHISTORIC
TREASURE TROVE:
DISCOVERY OF CAVE ART

In 1879, Marcelino de Saufuola took his small daugh-
ter with him to explore the Altamira Caves in northem
Spain. Since the ceiling was only a few inches above
his head, he did not notice what was immediately
above him. From the youngster's lower perspective,
however, she sported marvelous beasts that appeared
to cavort on the cave roof. Although de Saufuola was
sure the paintings were prehistoric, skeptical archeolo-
gists pronounced them forgeries. It was only after the
French discovered similar paintings, partially obscured
by millennia-old mineral deposits, that the Altamira
drawings were pronounced authentic. Today they are
recognized as one of the most spectacular finds in art
history.

The other major site of cave paintings in Las-
caux, France, was also discovered by accident. In
1940, two French boys were out for a walk when their
dog suddenly disappeared. They found him in a hole
leading to a cave covered with thousands of engravings
and paintings. Sealed in the dry underground cham-
bers, the paintings had survived virtually intact for more
than 17,000 years. Once hordes of visitors tramped
through the cave, however, moisture and carbon diox-
ide accumulated underground, and fungi crept up the
cave walls, concealing the images. Since 1963, the

caves at Lascaux have been closed to the public.



FIRST ARCHITECTURE. Once the glacies recededthe climate grew more temper
ate and the Paleolitht (or old stong period was replaca by the Neolithic
(new stong age Early human beings emerge from caves to becone herds
men and farmers and with a now secue food supply, they began crafting the
first monumenth"sculpture! As early as5000 B.C., colossaarchitectue of
massive upright stone appearedThes took three bastc forms the dolmen
consistirg of large verticd stone with a coverirg slab like a giart table the
menbhir, or single store sd on its end (the larges$ is 164 fed long, weighing 350
tons) and a cromlech or circular arrangemenof stones suc as Stonehenge

STONEHENGE: ENGLAND'S FIRST ROCK GROUP. In the Middle Ages this myster
ous growp of stones was believal to be eithe the creatio of an ancien race of
giants or conjured by Merlin the Magician who allegedy transplantd it from
Ireland Actually, it seens to be an accurag¢ astronomichcalendar The oute
ring consiss of trilithons, or Tl-shape rocks like gigantc doorways Next
comes aring of smalle upright stones like cemetey gravemarkersthen a
horseshe of carefully finished trilithons, 13'6' high. Isolated from thes con
centric circles is a heel-stong marking where the sun rises in the Eag at the
summe solstice

At Carnac in the Frend province of Brittany, rows of thousand of
megalitts (large unhewn bouldes up to 12 high) stretd for severdmiles a
dozen or so abreasin paralld lines Locd legerd has it tha thes rows repre
sert columrs of Roman soldiers change to store by the residen saint More
likely, they were associaté with worshp of the sun or moon

PREHISTORIC ART

THE EASTER ISLAND
MONOLITHS:
HOW THEY DID IT

Anyone who has ever observed the construction of a
modem building, oided by bulldozers, huge crones, ond
hydraulic ifts, con't help but wonder how prehistoric
men managed to erect their monoliths. In the case of
Stonehenge, apparently hundreds of men dragged
stones weighing up to 50 tons for 24 miles.

The most detailed knowledge we have of
megalith construction comes from Easter Island, where
descendants of the prehistoric people who created the
30-foot-rall statues demonstrated their ancestors' tech-
niques. First, using crude stone picks, they quarried a
giant statue from the crater of an extinct volcano. Next
they lowered it to the base of the volcano, where they
set it upright in & hole to finish carving and polishing.
One hundred eighty natives then moved the 25-ton
statue, encircled with a padding of reeds, cross-country
by hauling it with ropes on a wooden sledge. Now all
they hod to do was get it upright and raise it onto its
six-foot-high bose. How'd they do it? Using two poles
or levers they raised the massive carving a few inches
off the ground, then inserted rocks underneath the
raised side. They repeated this process over and over
again, using more and more rocks until voild! it stood
upright. It took approximotely one year to carve a stat-
ue and two weeks to erect it. At one time, more than
600 of the gigantic figures stood sentry on this tiny

Pacific island.

Stonehenge, ¢. 20008.c., 97" diometer,
Wiltshire, England.
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MESOPOTAMIA; THE ARCRITECTS

"The navé of the world" is wha King Nebuchadnezzacalled his
capitd city of Babylon This premie city was the cradk of ancien
arnt and architecture as well as the site of both the Hangirng Gar
ders and Tower of Babel j

Biblical writers sawv the magnificent 270-foot-hidh Tower of
Babd as an emblem of mans arrogane in trying to read heaven
The Gree historian Herodotis describel it as a stak of eight
steppel towers with gates of solid bras and 120 lions in brightly
colored glazd tiles leadirg to it. A spird stairwgy wournd arourd
the exterior, mountirg to the summt where an inner sanctuay
containal an elaboratey adorna couch and gold table The
Babyloniars claimel this was the chambe where therr god slept

The Hanging Gardens one of the Seven Wondes of the §
Ancient World, was similarly grandiose It consiste of a series of
four brick terraces rising abow the Euphrata River, with lush flowering
shruls and trees spilling over the city. Sore believe Mesopotama was the site
of an even more famots historicd garden — the garden of Eden

As far bad as 3500 B.C., the Sumeriansthe origind inhabitans of this
areg masterd irrigation and flood contrd to creat a fertile oass amid the
sand/ plains of what is now Irag. In their settlemens of the Tigris and
Euphrate valley, they alo inventel the city-state formd religion, writing,
mathematicslaw, and to alarge extent architecture

THE FIRST URBAN PLANNERS. Using sun-driel brick as a bast building block,
the Mesopotamias devisel comple cities centere arourd the temple Thes
vad architecturhcomplexe includead not only an inner shrire but workshops
storehousesand residentid quarters For the first time, life was regularized
with division of laba and communé efforts sud as defeng and public works
projects

The Palae of Sargm Il abow Nineveh coveral 25 acres and included
more than 200 rooms and courtyards including a brilliantly painted throne
room, harem servie quarters and guard room It stoad on a 50-foot-high
man-ma& mourd abo\e the one-square-md city. Towering aboe the elevat
ed pala® was a ziggura (a steppe pyramid-shape tower). This vag brick

Bruegel the Elder, "Tower of Babel," 1563,
Kunsrhistorisches Museum, Vienna.

temple consista of |-
seven 18-foot-hich
stories ead painted a
different color. The
ziggurats immens
height reflected the
belief that the gods |
dwelled on high. It

was destroye arourd |
600 B.C.

Artist's rendering: "Citadel of King Sargon I1,"¢.742-706 B.C., Irag.



MESOPOTAMIA 7

THE PERENNIAL PYRAMID
i istory and in diverse cuftures, many of which have Mexico’s Yucatdn peninsula and 1. M. Peis glass entrance to the Louvre in Paris are burrwo
ol e sl 4 examples of the pyramid shape of different fimes in different cultures. Is it merely coincr

thought the shape itself had magic powers. Man-made landmarks like Mesopotamian ziggu- _ _ .
mrsugr ﬂar-sidedp?gypﬁan pymm?ds dominated their londscapes, creafing a visuol effect as  dence that the pyramids of Mesopotamia, the crodle of architecture, have served as o symr-

stunning as the amount of effort required to build them. The Mayan stepped pyromids of bolic shape for twentieth century architects?

Pyramids of Giza

BAS-RELIEF SCULPTURE. Besides architecture the predominan art form of
Mesopotama was bas-reli¢ sculpture Combinal with wedge-shape
cuneifom writing, scere afte scere of thee wall carvings scrupulous} detal
military exploits

Another favorite theme see in bas-relief was the king's persona
courag during hunting expeditions At a typicd hunting party, servans would
god lions to fury, then releag them from cages so the king could slaughte
them "The Dying Lioness portrays a
wounda beast paralyzel by arrows
The figure's flattenal eas and strain
ing muscles convey her deah throes
with convincirg realism

"The Dying Lioness," Nineveh, ¢. 650 8.C., British Museum, London.
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EGYPT: THE ART OF IMMORTALITY

Considerimg Egyptian societys obsesssio with immortality, it's not surprisirg
that Egyptian ant remainel unchangd for 3,00 years Their overriding con
cem was assurilg a comfortabé after-life for their rulers who were consid
ered gods Colossé architectue and Egyptian ant existed to surrourd the
pharaohs spirit with eterna glory.

In the pursut of permanencethe Egyptiars establishd the essentiad
of amaja civilization: literature medica science ard highe mathematics
Not only did they develgp an impressie — albet statc — culture but, while
elsewhee lesse civilizations rose and fell with the regularity of the Nile's
annua floods Egypt sustaind the world's first large-scale unified stae for
three millennia

"Fowling Scene" from the tomb of Nebamun,
Thebes, ¢.1450 B. C. , British Museum, London. Egyptian
art, built on rigid formulas, was static.

WHAT IS EGYPTOLOGY?

A special branch of the science of archeology, Egyptology
reconstructs Egyptian civilization from the huge store-
house of surviving antiquities.

Egyptology began in 1 799 when Napoleon
invaded Egypt. In addition to 38,000 troops, he took
along 175 scholars, linguists, antiquarians, and artists.
These early archeologists brought back to France a huge
trove of relics, including the Rosetia Stone, a slab of black
basalt with the same inscription in three languages,
including Greek and hieroglyphics.

For fifteen centuries, scholars had studied hiero-
glyphics uncomprehendingly; but in twenty-two years, the
brilliant French linguist Jean-Francois Champollion cracked
the code. His discovery spurred intense interest in ancient
Egypt. Early Egyptologists often plundered tombs and
temples and carried off artifacts for European collections,
and perishable papyrus, fabric, and wooden articles that
had survived thousands of years unscathed were
destroyed ovemight. Fortunately, painstaking excavation
and scientific exomination eventually replaced stich heavy-
handed tactics.

These tombs, each a ime capsule of information
on the daily life of its occupant, have yielded detailed

knowledge of this vanished civilization.



Much of what we know abou anciert Egypt comes from the surviving
tombs Sinee Egyptiars believal the pharaots ka, or spirit, was immortal they
stockal the tomb with every earthy delight for it to enjoy in perpetuity Wall
paintings and hieroglyphis were a form of instart replay, inventoryirg the
deceased'life and daily activities in minute detail Portrat status provided an
alternative dwelling place for the ka, in ca® the mummified corps deteriorat
ed and could no longe hous it.

Sculptue and paintings followed a rigid formula for representig the
human figure. In acres of store carvings and drawings the human form is
depictad with a front view of the eye and shouldes and profile view of head
arms and legs In wall paintings the surfa@ is divided into horizontd band
separatd by lines The spare broad-shouldergdharrow-hippé figure weas a
headdres ard kilt, and stand rigidly, with arns at his side one leg advanced
The size of afigure indicated rank with pharaols presentd as giant towering
ove pygmy-si2 servants

Since status were intendal to lag eternally they were mack of had sub
stancs like granie ard diorite. Whethe standirg or seatedthey included few
projecting breakabé parts The pos was always frontd and bisymmetrical
with arms close to the torsa Human anatony was usually, a best an approx
mation

Queen Nefertiti, ¢.1360
B.C., Egyptian Museum, Beriin.

LOOKING LESS LIKE AN EGYPTIAN

EGYPT 9

"Prince Rahotep and Wife Nofret," 2610B.C . ,
Egyptian Museum, Cairo. These limestone sculptures are
typical of the motionless, impassive poses of Egyptian por-
trait statues.

Nefertiti's husband, Pharaoh Akhenaton, was a radical reformer and an artist, who encouraged a temporary loosening of
artistic conventions, seen in this more naturalistic representation of his wife.
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MUMMY ART

The Egyptians believed the ka, or life force, was
immortal. To provide a durable receptacle
for the deceased's spirit, they
perfected the science of embalming.
Preserving the body began with
extracting the deceased's brains through the
nostrils with a metal hook. Viscera, like the
liver, lungs, stomach, and intestines, were
removed and preserved in separate urns.
What was left was then soaked in brine
for more than a month, after which the
pickled cadaver was literally hung out to
dry. The shriveled body was then
stuffed, women's breasts padded, the
corpse swaddled in layers of bandages,
and finally interred in nested coffins
and a stone sarcophagus. In fact,
Egypt's dry climate and absence of bac-
teria in sand and air probably aided
preservahon as much as this elaborate
chemical treatment.
In 1881, 40 dead kings'bodies
were discovered, including that of Ram-
ses II, whose dried skin, teeth, and hair
were still intact. The 3,000-year-old
monarch, in whose court Moses grew up,
was called "The Great" and with good rea-
son; he sired more than 100 children during
his opulent 67-year reign. Yet, when a customs
inspector surveyed Ramses' mortal remains dur-
ing the transfer of the mummy to Cairo, he labeled Head of Ramses 11, Mummy
it "dried fish." The Egyptian Museum, Cairo.

GENERAL CONTRACTING FOR THE GREAT PYRAMID

One of 80 remainirg pyramids the Greda Pyramd of Cheos a Giza is the larges store structue in the world.
Ancient Egyptiars levelda its 13-ace site — the ba%® a perfed squae — so successfull tha the southeatscor
ner is only one-haf inch highe than the northwest Since the interior is an almog solid mas of limestore
slabs greda engineerig skill was required to proted the smal burid chambes from the massie weigh of
store above The Grard Gallerys ceiling was tiered ard braced while the king's chambe had six granite-sl&d
roofs abowe separag compartmerd to relieve stres and displae the weight of overhea blocks Built in 2600
B.C. to lad forever so far it has If you were to constru¢ the Grea Pyramid this is wha you'd need

SUPPLIES:

LABOR:

2,300,000 limeston e blocks, each weighin g an average of 2 7, tons 4,000 constructio n worker s to move blocks weigh -

Rudimentar y copperand-stone-cuttin g tools

ing up to 15 tons, withou t benefit of draft animals
the wheel, or block-and-tackl e

Barges to float blocks from quarry on east side of Nile to west bank
Log rollers , temporar y brick ramps, woode n sledge s to haul stone to constructio n site

Pearly white limeston e facing to surface finishe d 480-foot-tal | pyramid

ESTIMATED COMPLETION TIME:

23 years (average life span at the time was 35)




SCHEMATIC DESIGN OF THE PYRAMID

The inner design of the pyramid included two
burial chambers (1 and 2), which were left
incomplete. The final chamber (3) was
reached through the Grand Gallery (4) and
was ventilated by two narrow air shafts (5 and
6). After the Ascending Corridor (7) was
sealed from within by stone plugs, workmen in
the Gallery escaped down a shaft (8) and up
the Descending Comidor (9).

EGYPT

Mask of King Tutankhamen, 1352 B.C.,
The Egyptian Museum, Cairo. Even within die final coffin, the
face of the mummy was concealed by a beaten-gold mask.

THE DISCOVERY OF KING TUT'S TOMB

In life, King Tutankhamen, who died at die age of 19, was unimportant. Yet in
death and 3,000 years later, he became me most celebrated pharaoh of all.
His tomb is the only one to be discovered in its near-original condition.

The British archeologist Howard Carter was alone in his belief the
tomb could be found. For six years he dug in the Valley of Kings, twice
coming within two yards of the tomb's entrance. In 1922 he literal-
ly struck pay dirt. When he lit a match to peek into the darkness,
he saw "everywhere the glint of gold."
Our knowledge of the magnificence of a pharaoh's
funerary regalia comes from fat's tomb. The contents ranged
from baskets of fruit and garlands of flowers still tinged with
color, a folding camp bed and a toy-box, to four chariots com-
pletely covered with gold. Indeed, gold was the prevailing dec-
orating motif: golden couches, gilded throne, gold walls, a
6 2" coffin of solid gold, as well as the now famous solid gold
death mask covering the royal mummy's face in the innermost
of three nested coffins.
More than 20 people connected with unsealing the
tomb died under mysterious circumstances, giving rise to lurid
"curse of the pharaoh” stories. Such superstition didn't, however,
prevent the King Tut tour of the world's museums from attracting
more visitors than any other single art show in history.
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GREECE:

THEY INVENTED A LOT MORE THAN THE OLYMPICS

The history — some would arguwe
the zenith — of Westen civilization
began in ancient Greece For a brief
Golden Age, 480-430 B.C., an
explosim of creativity resultel in an
unparallele levd of excellene in
art, architecture poetry drama phi-
losophy governmentlaw, logic, his-
tory, and mathematics This periad
is also called the Age of Pericles
after the Athenian leade who
championel democrag and
encourage free thinking.

Greek philosoply was summe
up in the words of Protagoras "Man
is the measue of all things: This,
combinal with othe philosophers
emphass on rationd inquiry and
challengimg the statis quo, createl a
sociey of intellectud and artistic
risk-takers

Jug as mans dignity and
worth were centrd Gree&k concepts
the human figure was the principd
motif of Gree&k art Where Greek
philosoply stressd harmony order,
and clarity of thought Greek art
and architectue reflected a similar
respet for balance

PAINTING. The Greels were skilled
painters According to literary
sources Greek artists achievel a
breakthroudp in realistic trompe
I'oeil effects Their paintings were
so lifelike tha birds peckeal murak
of paintal fruit. Unfortunately nore
of thes works survive but we can
judge the realistic detal of Greek
painting by the figures that adom
their everydg pottery

VASE PAINTING. Vase painting told stories abou gods and heroes of Greek
myths as well as sud contemporay subjecs as warfar and drinking parties
The earlies (c. 800 B.C.) vas desig was called the Geometre Style becaus
the figures and ornamens were primarily geometrc shapes The later Archaic
Periad was the gred age of vas painting In the black-figurel style at the out-
sa of this period bladk forms stoad out againg a reddis clay background
The artig scratchd in detaik with a needle to expo® the red beneath The
red-figured style startirg arourd 530 B.C., reverséd this color schemeThe fig-
ures on abladk backgroundwere composd of naturd red clay with detaik
painted in black

Exekias, “Dionysus in a Sailboat,”

¢. 550521 8.c., Stoatliche Antikensommlungen,
Munich. From the Archaic Period, this scene may be
the earliest instance in which an object (the sail) was
presented realistically rather than in some stylized
manner.

“Youth Singing and Playing the
Kithara,” c. 490 5.c., MMA, NY. This amphoro
(a two-handled vessel) is an exaomple of the red-
fiqured style (red figure/black background), as
opposed fo the earlier black-figured style (block
figure /red background).




SCULPTURE: THE BODY BEAUTIFUL. The Greels invental the nude in art The
ided proportiors of their statue represente the perfection of both body
(throudh athletic endeavoy and mind (throudh intellectud debate) The
Greels sough a synthess of the two poles of human behavio — passio and
reasm — and throud their artistic portrayd of the human form (often in
motion), they camne close to achievim it.

Gree& statues were not the bleache white marble we associag with
Classich sculptue today The marbk was embellishd with colored encaustic
a mixture of powdereal pigmen and hot wax applied to hair, lips, eyes and
nails of the figure. Although male nudity was always acceptald in sculpture
the representatio of femak images evolved from fully clothed to sensualf
nude In earlig statues clinging folds of drapey united the figure in a swirling
rhythm of movement Anothe innovatin was the discovey of the principle of
weight shift, or contrappostpin which the weight of the body restel on one
leg with the body realignal accordingly giving the illusion of a figure in arrest
ed motion

GREECE

ETERNAL YOUTH: INFLUENCE OF THE GREEK IDEAL

The ideal proportions of Classical statues, as well as the Greek philosophy of humanism reflected in Nike ("Winged Victory"),
influenced the heroic style of Michelangelo's "David." In turn, Rodin's study of Michelangelo's Renaissance sculpture made his

work less academic, inspiring "The Age of Bronze."

“Nike of Samothrace,” ¢. 190 5.c., Louvre,
Paris.

Michelangelo, “David,” 15014, Gallerio dell

Accademio, Florence.

Rodin, “The Age of Bronze,” 1876, Minneapo-
lis Insfitute of Arts.

13
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ARCHITECTURE FIT FOR THE GODS.
Greek culture influencea the art
and architectue of evely subse
quert period of Westen civiliza-
tion, but mog especialf the Renais
san@ (when mary Classich works
were rediscoverejl and eighteenth
and nineteenth-centyr Gree
Revivd crazes During the latter
period, the vogue for Gree style
was so widespred tha evely muse
um, art academy ard college proud
ly displayel reproductios of Greek
sculpture Public buildings sud as
courthouss and banks becane
pseudo-Grele temples

Architects intende the bril-
liant white marble Parthena to be
the ultimate expressia of Athens
grandeur Even in ruins, it crowns
the Acropolis The Parthenors per
fection was due to barely percepti
ble departurs from straigh lines.
Columnrs curve slightly inward and
the entablatue and steppel plat
form are barely arched Thes
"refinements as they were called
bernt straigh lines to give the illu-

WHO WAS WHO
IN ANCIENT GREECE

Ancient Greece is best known for its philosophers
(Socrates, Ploto, Aristotle), playwrights (Aeschylus,
Avistophanes, Euripides, Sophacles), and mathemati-
cians (Euclid, Pythagoras). Some of the leading artists
were:

PHIDIAS (500-432 B.C.), most famous Athenian
sculptor, overseer of Parthenon statuary, first used
drapery to reveal body

POLYKLEITOS (active 450-420 8.C.), rival of Phidias,
wrote book on proportion; most celebrated work colos-
sal gold and ivory statue of Hera at Argos

PRAXITELES (active mid-4rh century B.C.), Athenian
sculptor famous forfirst entirely nude Aphrodite statue;
introduced more sensual, natural concept of physical
beaity

sion of upwad thrug and solid sup
port for the centrd mass Built with-
out mortar, the Parthena remainea
relatively intad until 1687 when a
direct rockd hit destroye its core

ARCHITECTURE FOR THE AGES

In 1801 Lord Elgin carted off much
of the sculptue to the British Muse
um, where the poa Joln Keats
gazel at the marbles for hours "like
a sick eagk looking at the sky

Considered one of the most beautiful and influenhal buildings of all time, the Parthenon indirectly inspired the
temple format of Thomas Jefferson's Virginia Capital and Michael Graves's Post-Modem revival of Classical
elements like columns and arcades.

Iktinos and Kallikrates, the Parthenon,
448-432 5.c., Acropolis, Athens.

Jefterson, Capitol of Virginia, 1785-92, Richmond, VA.

Graves, Clos Pegase
Winery, 1987, Napo
Valley, CA.




GREEK ARCHITECTURE:
A PRIMER

Monuments were treated by the Greeks as
large sculpture and were built with the same
rules of symmetry and ideal proportions. Public
rites took place in front of the temple, where
elaborate sculpture told the story of the tem-
ple's deity. The most common locations for
sculpture were the triangular pediments and
horizontal frieze. During the Classic period, fea-
tures on faces were impassive, giving rise to
the term Severe Style. Regardless of the vio-
lent events depicted, faces showed little
expression as in the Temple of Zeus at
Olympia, where a woman seemed lost in
thought as she, almost incidentally, removed a
drunken centaur's hand from her breast.

Sculpted figures on a building's pedi-
ment often protruded sharply from their back-
ground stone, which was painted red or blue.
Even though the backs of figures could not be
seen, because of the Greek obsession with
completeness and harmony they were nearly
finished.

PEDIMENT

GREECE

RAKING SIMA
RAKING GEISON

(ORNIE %f/&\%
=3 " GEISON

‘ MUTULE— ==l e T et
EN\TABLATURE TRIGLYPH mlm METOPE |“||“|’ .
TAENIA _ ARCHITRAVE
REGULA GUTTAE
g — CAPITAL
ABACUS ccsmus
COLUMN ——— SHAFT
-
STYLOBATE s
STEREOBATE S ]
r = EUTHYNTERIA
DORIC CORINTHIAN IONIC

The phrase "Doric order" referred to all the standard components of a Doric temple, typically found on mainland Greece. The “lonic order" was more widespread in the Greek settiements
of Asia Minor ond the Aegean. The "Corinthian order," its columns topped by stylized leaves of the acanthus plant, developed much later. It was not widely used on exteriors until Roman times.
The curve along the tapering lines of a column was called entasis. In keeping with the Greeks' fixation on harmony, this slight curve conveyed a fluid, rather than rigid, effect. Occasionally, female

figures called caryatids replaced fluted columns.

GREEK ART

GOLDEN AGE: 480-430 B.C.

PHILOSOPHY: Moderation in all

MOST FAMOUS WORK: "Winged Victory"

MOST FAMOUS BUILDING: Parthenon

CHARACTERISTIC FORM: Male nude

SIGNATURE CITY: Athens

CONTRIBUTIONS: Democracy,
individualism, reason

15

GREEK ART

GEOMETRIC AT (9th—8th century 8.C.), pottery omament-
ed with geometric banding and friezes of simplified ani-

mals, humans

ARCHAIC AT (600-480 8.C.), period includes kouros

stone figures and vase painting

KOUROS (nude male youth)/KORE (clorhed maiden), earl-
est (625-480 B.C.) free-standing statues of human fig-
ures; frontal stance, left foot forward, clenched fists, and

grimace known as "Archaic smile"

STYLES

SEVERE STYLE, early phase of Classical sculpture character-

ized by reserved, remote expressions

CLASSICAL AT (480-323 B.C.), peak of Greek art and

architecture, idealized figures exemplify order and harmony

HELLENISTIC AT (323-31 B.C.|, Greek-derived style,
found in Asia Minor, Mesopotamia, Egypt; more melodra-

matic (as in “Laocoon," 50 B.C. ) than Classical style
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ROME: THE ORGANIZERS

At its height the Roman Empire
stretcha from Englard to Egypt
and from Span to southen Russia
Becaus of their exposue to foreign
lands the Romars absorbe ele
ments from older cultures —
notably Greee — and then trans
mitted this culturd mix (Greco
Roman to all of Westen Europe
and Northem Africa. Roman art
becane the building block for the
ant of all succeedig periods

At first, awestru& Romars
were overwhelma by the Gree

ROMAN ART

PHILOSOPHY: Efficiency , organization , practicalit y

ART FORMS: Mosaics , realisti c wall paintings ,
idealized civic sculptur e

MOST FAMOUS BUILDING: Pantheon
SIGNATURE CITY: Rome

ROLE MODEL: Greece

influence This appetie was so
intense that Gree&k marbles and
bronzes arrived by the galleonfu to
ornamen Roman forums Nero
imported 500 bronzes from Delphi
alone and when there were no more
originals, Roman artisars made
copies The pod Horace noted the
irony: "Conquere Greece', he
wrote, "took her rude capta cap
tive."

Later, however Romars put
their own spin on Gree& art and
philosophy Having foundea the

greates empire the world had eve
known, they addel managerihtal-
ents organization and efficiency.
Roman att is less idealized and intel-
lectud than Classich Greek more
secula and functional And, where
the Greels shinal at innovation the
Romans forte was administration
Whereve their genera¢ marched
they brough the civilizing influence
of law and the practicd benefis of
roads bridges sewers and aque
ducts

IS IT GREEK OR IS IT ROMAN?
Greek and Roman art and architecture are often confused. Here's a chart of the mojor differences.

The Pantheon, 4.0. 116-125,
Rome. The domed rofunde of the
Pantheon illustrates the Roman archi-
tects” ability to enclose space.

MAJOR CONTRIBUTIONS: Law, engineering , ‘-'. i
cement i .
Parthenon, 448-432 5.c., Athens.
The Parthenon’s triangular pediment
and columned portico show clossic
Greek temple format.

GREEK ROMAN

WALLS: Made of cut stone blocks Concrete with omomental facing

SUPPORT SYSTEM: Post and lintel Rounded arch, vaults

SCULPTURE: |dealized gods and goddesses Realistic human beings, idealized officials

SUBJECT OF ART: Mythology Civic leaders, military friumphs



THE LEGACY OF ROME

Roman architect s used Greek forms but develope d new constructio n tech-
nique s like the arch to span greater distance s than the Greek post and lin- J
tel system (two vertical posts with a horizonta | beam). Concrete allowed —1
more flexibl e designs, as in the barrel-vaulte d roof, and the dome-covered ,

huge circular areas. Here are some Roman contribution s to architecture :

BASILICA, an oblong buildin g with semicircula r apses on either end and
high clerestor y windows , used as meeting place in Roman times and wide-

ly imitate d in medieval Christian churches .

BARREL VAULT, deep orch formin g a half-cylindrica | roof

GROIN VAULT, two intersectin g barrel vaults at the same height that form a

right angle

ROMAN ARCHITECTURE: VAULTING
AMBITION. Besides Roman law, per
haps Romes mog valuabk contri
butions were in the area of archi
tecture and engineering Roman
builders not only developel the
arch vault and dome but pioneere
the creativwe use of concrete Thes
innovatiors proved revolutionary
allowing Romars for the first time
to cover immens interior spaces
without inner supports

Rome becane incredibly rich
from conquere@ booty. Nero's
palace the Golden House with its
mile-long portico, was the mog
opulert residene in antiquity. In
the banqué room, perfune sprin-
kled down on guess from the ceil-
ing. Inside a doma roof revolved
so tha visitors could follow the con
stellatiors through its centrd open
ing.

The Romars loved baths and
the more extravagantthe better At
the enormows Baths of Caracala
(A.D. 215), acapaciy crowd of
1,600 bathel in pools of varying
water temperaturesAn elaborage
pipe systen stokel by slaves heatel
stean baths and exerci® rooms as
well. "We hawe becone so luxuri-
ous," observe the writer Seneca
"that we will hawe nothing but pre-
cious stones to walk upon?

BARREL VAULT

ROMAN SCULPTURE: POLITICS AS
USUAL. Although the Romars
copied Gre& statues wholesaé to
satisf/ the fad for Hellenic art, they
gradualy develope their own dis-
tinctive style. In genera] Roman
sculpture was more literal. The
Romars had always kept wax deah
masls of ancestos in their homes
Thes realistc images were com
pletely factud molds of the
deceased'features and this tradi
tion influencel Roman sculptors
An exceptim to this tradition
was the assembly-linegodlike buss
of emperors politiciansg and mili-
tary leades in civic buildings
throughou Europe establishig a
political presene thousand of
miles from Rome Interestingly dur-

ing Romes decling when assassina

tion becane the preferrel mears for
transfe of power, portrait bust
reverted to brutd honesty An
unflattering statwe of Caracala
reveabk a crud dictator, and Philip
the Arab's portrait shows a suspt
cious tyrant

The othe principd form of
Roman sculptue was narrativwe
relief. Pane$ of sculptal figures
depicting military exploits decorat
ed triumphd arches unde which
victorious armies paraded leadirg
long lines of chainal prisoners The
Column of Trajan (A.D. 106-113

POST AND LINTEL

ROME 17

ARCH

GROIN VAULT

was the mog ambitious of these
efforts. A 650-foot-lorg relief
wound arourd the column in an
unbroken spiral commemoratig
mass slaughte in more than 150
scenes

Marcus Aurelius, A.D. 165, Capitoline Hill, Rome. The
Emperor Marcus Aurelius was a Stoic philosopher who detest-
ed war. The sculptor represented this gentle, reflective ruler
as a superhuman ideal.
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Colosseum, A.D. 70-82, Rome.

Pont du Gard, Kimes, 1 st century 8.C., France. Beginning in the 4th century BC, Romans
constructed huge aqueducts to carry water for distances up to 50 miles. These structures were
built on continuous gradual declines to transport water by force of gravity. On the Pont du Card
aqueduct, which carried 100 gallons of water a day for each inhabitant of the city, each large
arch spanned 82 feet.

THE COLOSSEUM

With a million peopk in Rome mary of them poor,
emperos distracte the masss from their grievance with
large-sca¢ public entertainment At the Colosseum
which seate 50,0 spectatorsfor the openirg ad in
A.D. 80, the entire arerawas flooded to stage anavd bat
tle reenactd by a cag of 3,000
Combd betwea gladiatos was popular Some were
armed with shield sword and helmet while others car
ried only net and trident Boxers wore leathe gloves
their fists clenchel arourd lumps of iron. To guarante an
energett performance the comba was to the death
Slaves carrying whips with lead
weights on the lashes drove fleeing
men or beass bad into the fray. Up
to forty gladiatos (if the crowd was
in athumbs-dowm mood died per
day. In the course of a single days
events thousand of corpse were
draggel off with a metd hook
Half-time shows feature the
executio of criminals followed by
man-wild beas contests Early "ele-
# vators' raised hundred of starvirg
= lions from undergrounl cages to
. attak unarmel Christiars or slaves
Man-versus-beastruggle were al
much admired as were animd hunt starrirg elephans or
rhinocerosesTo celebraé one victory, the Empera Tra
jan sacrificed 11,0® lions, leopards ostriches and
antelopes To disguis the odor of stables slaves sprayel
clouds of perfunme at distinguishe spectatos and sprin
kled red powde on the arenas sard floor to make blood
stairs less conspicuous
Still one of the world's larges buildings in terms of
shee mass the Colossem was so efficiently laid out tha
it inspired present-dg stadiun design Ead spectato
had a sea numbe correspondig to a certan gate which
allowed smooh crowd flow via miles of corridors and
ramps Three types of columrs frameal the 161-foot-hidh
structure using the Doric orde at the base lonic in the
middle, and Corinthian abow — the typica desiq
sequene for a multistoried Roman building. The balane
of verticd columrs and horizontd band of arche unified
the exterior, relating the enormots facac to a more
human scale Sadly Romes rich Barberin family later
strippeal off the stadiums marblke facing for their building
projects



POMPEII: A CITY TURNED TO CARBON

Itwas 1 PM on asumme day when accordimg to eyewit
nes Pliny the Younger Mt. Vesuviws erupted spewirg
molten lava and raining ash on the nearly towns of Pom
pei and Herculaneum A bladk mushroaon cloud rose 12
miles over the pe& until, by the end of the nex day, the
villages were coveral with 18 fee of ash and pumice
They remainel coverael — forgotten — for 1,7 years
preservirg an incrediblke hoad of nearly intad artifacts
mosaics ard wall paintings

Pompei was a luxurious resot communiy with a
population of 25,000 The scientific excavatiam that
began in the mid-
1800s disclosal
not only ordinaty
objects like car
bonized loaves of
bread fish, eggs
and nuts (a priests
abandond lunch)
but whole villas in
which every wall
was paintad with
realistic still lifes
and landscapes
Since the interi-
ors of villas had
no windows, only
a centrd atrium
opening ancier
Romars paintd
make-beliee win-
dows with elabo
rate views of fanta T+
sy vistas This style |
of wall painting
rangel from simple imitations of colored marble to
trompe l'oeil scens of complex cityscapes as sea
through imaginay windows framed by imaginay painted
columns Artists masterd tricks of perspectie and
effecs of light and shadav tha were unknown in world
art Walls glowed with vivid red tan and gree panels

Mosaics made of bits of colored stone glass or shel
(called tesserae coveral floors, walls, and ceilings Many
were as intricate as paintings In ong fifty tiny cubes com:
poseal a one-and-a-half-int eye Entrance often included
a mosac of a dog with the words "Cawve Caneni (Bewae
of the Dog).

ROME 19

Frieze, Villa of the Mysteries, c. 50 8.C., Pompeil. A frieze of nearly Hfeslze figures
presumably depicted secret Dionysiaa rites, such as drinking blood of sacrificed beasts.
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PRE-COLUMBIAN ART OF THE AMERICAS:
NEW WORLD ART WHEN IT WAS STILL AN OLD WORLD

"Pre-Columbiah refers to the periad before Columbus landeal in the New World, or before Europea custons began to
influence Native American artisars of North, Central] and South America Arrowhead from 10,00 B.C. ard pottery
from 2000 B.C. haw been found, evidene of how ancien New World culture actualy was Art was vitally importart to
tribal society Objecs usda in religious rituals, sud as carvel maslks ard pipebowls were though to be chargel with
magic In alife of uncertainty craftsme hopeal thes objecs would appeas natue ard help the tribe survive

Hopi kochina doll, 1972,
National Museum of the

NATIVE AMERICAN ART:
American Indian, NY.

A SAMPLING
Pre-Columbian art ranges from tbe mountains of Peru to the
plains of the Midwest to the coast of Alaska. The following
were some of the best-known tribal artisans:

NAVAHO: Southwest tribe known for geometric-design rugs col-
ored with herbal and mineral dyes, especially cormine red.
Shamans created sand paintings to heal disease, promote fer-

tlit, or assure a successful hunt. Still practicing today, Navoho Begi Eskimo shaman mask,
sand painters use natural pigments, like powdered rock in vari- Coiomiiid send sihabis. 1963 Newshs before 1900, National

ous colors, com pollen, and charcoal, to produce temporary Nosionol Musoum of the American indion. NY. Museum of the American
works on a flat bed of sand. ' Indian, NY.

Totem pole,
Nootko, 1928, Smith-
sonian Institution,
Washington, D.C.

HOPI: Carved and painted kochina dolls out of cottonwood
roots to represent gods and teach religion. Also decorated cere-
monial underground kivas in Arizona with elaborate mural
paintings of agriculture deities.

KWAKIUTL: Northwest coast tribe that produced totem poles,
masks, ond decorated houses and canoes. Facial features of
masks exaggerated in forceful wood carvings. Mortuary poles
and totem poles indicated social status.

Gold Figurine of King

Tizoc, Aztec, c. 1481-86,
Mexican, National Museum
of the Americon Indian, NY.

ESKIMO: Alaskan tribe that carved masks with moving parts
used by shamans; often combined odd materials in surprising
ways.

Tenpe murd, Mayan, A.D. 790-800,

MAYAN: In Guatemala and Mexico, Moyans created enormous Peabody Museum, Harvard.

temples in- stepped-pyramid form. Huge limestone temples
were richly carved with relief sculpture and hieroglyphics. Tikol
(population 70,000) wos largest Mayan site, with highest
pyramid reaching 230 feet. Atthough the Mayans had sophisti-
cated calendar and knowledge of astronomy, civilization with-
ered about A D . 900.

AZTEC: Capital was Mexico City, the urban center of this large
empire. Produced massive statues of gods who demanded reg-
ular human sacrifices. Skilled in gold work.

INCAN: Peruvian tribe known for precisely constructed masonry
temples and metallurgy; civilization at height when Spaniards
arived.

Gold funerary mask,
Incan, 12tti-14th century,
MMA, NY.




MOUND-BUILDERS

Native Americans have always been environmentalists. Their philosophy was based on unity
hetween nature — a maternal force to be loved and respected—and humanity. In the
Great Serpent Mound of Ohio, Native Americans constructed on elaborate notural shrine as a
setting for their religion. About a quarter-mile long, the burial mound was in the shape of a
snake holding an egg in its jaws.

From 2000 s.c, tribes constructed these mounds, eachsome 100 feet high, from
Florida to Wisconsin. More than 10,000 existed in the Ohio Valley alone. Some imitated the

PRE-COLUMBIAN ART OF THE AMERICAS 21

shape of a tribe's totem animal, such as an enormous bird with spreading wings. Others were
simply shaped like domes, but in each case, the builders hauled millions of tons of earth by
hand in baskets, then tamped it down. The volume of the lamest mound, near St. Louis, was
greater than that of the Great Pyramid. In some cases, inner burial chambers contained archeo-
logical treasures, like the body of an aristocrat clothed entirely in pearls.

Mound-builders partly inspired Earthworks, a movement that emerged in the late
1960s to moke the land itself a work of art. Robert Smithson's "Spiral Jetty" (now underwa-
terin Great Salt Lake, Utah) is one of the better-known examples of this movement.

"The Great Serpent Mound,"
County, Ohio.

j8.c.-4.0. 400, length 1,400', Adams

Besides their role in importarnt evens like initia-
tions, funerals and festivals beautifd object were also
prized becaus Native Americars valued gift-giving.
High-quality gifts bestowe prestige on the giver, and
artisars excelld in silverwork basketry ceramics weawv
ing, ard beadwork Native Americars were al skilled at
wall painting Their work tendel toward the abstract
with stylized pictograpls floating almos randomly as in

Smithson, "Spiral Jetty," 1970, rock, salt crystals, and earth, coil length
1500', Great Solt Lake, Utah.

cawe paintings without foregrourd or background

Much Native American art was inspired by visions
The shama (priest-healér would reprodue objecs the
gods communicatd to him during a trance Among the
resuls of drawing on such subconscios impulses were
extremey distorted Eskimo masks amorg the mod origi-
nd art eve seen

20TH-CENTURY "TRIBAL" ART

Among the many modern painter s influence d by Native American art were Diego Rivera and Jackson
Pollock , whose 20th-centur y works grew out of centuries-ol d practices .

Rivera, "The Liberation of the Peon," 1931, Philadelphia Museum of
Att. The part-Spanish, part-Indian Diego Rivera based his style on Mayan murals,
even experimenting with cactus juice as a medium.

Pollock, "Bird,"
1941, MoMA, NY.

After seeing Navaho
shamans making sand
paintings, Pollock began
to use tinted sand and to
paint with his canvas on
the floor, saying, "On
the floor I... feel near-
er, more a part of the
painting, since this way |
can walk around it, work
from the four sides, and
literally be in the painting
[like] the Indian sand
painters of the West."
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AFRICAN ART: THE FIRST CUBISTS

The main artistic producs of tropicd Africa were wood carvings both masls
and sculptue in-the-round In form thes object were angulay off-balance
and distorted For membes of African society they were sacrel objecs har
boring the life force of an ancesto or natue spirit and had powe to cure ill-
nesse or ham enemies On specid occasios the figures and masls were
removel from their shrines washed anointal with palm oil, and decorated
with bead and cloth. In betwea rituals, the figures were considerd so
infused with supernaturlapowe they were hidden and women and children
were forbidden to look at them Although the moig jungle climate rotted
mary of thee wooden objects thos tha remah expres the emotion& inten
sity their sociey investal in them

MASKS. Wooden masls were usel in ritual performance with complex musk
ca rhythms dances and costumes For their full impact they shoul be
though of in motion, surroundd by colorfu garmens and the rapid swayirg
and rustling of raffia skirts ard am fringes

Masks were intentionally unrealistic when confrontirg a supernaturia
power, the idea was for the performe to conced his true identity, behird this
artificial face For dramatc effect carves simplified human features in a series
of sharpy cut advancig and recedimg planes

This freedan from Europea tradition is wha appeald to Pabb Picass
— who becane awae of African art arourd 1906 — ard inspired the Cubig
movement Picass describe his reactio to African fetish masls this way. "It
came to me tha this was very important . . . Thes masls were nat just pieces
of sculptue like the rest . . .They were magic"

Their influence is evidert in Picass® landmak painting "Les Desmot
selles d'Avignon! (Avignon was the nane of a stred in
Barcelonas red-light district, and the women were
intendal to depid prostitutes). The painting was a transt
tion point betwee Picasses African-influencel period
and pure Cubism Inspired by the distortiors of African
carving and in orde to shav multiple aspecs of an objed
at the same time, Picas® painta the figures in jagged
planes

Picasso, "Les Demoiselles d'Avignon,"

1907, MoMA, NY. After seeing African masks,
Picasso raced back to his studio to repaint the
faces in this picture.

"Kagle" (mask), c. 1775-1825, Dan, Rietherg Muse-
um, Zurich. African masks were typically lozenge-shaped,
with wedge noses and almondlike eyes.
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AFRICAN SCULPTURE. African carves consistenty rejectel
real-life appearanein favor of verticd forms tubula shapes
and stretched-otubody parts derived from the cylindricd
form of trees Sine sculpturas were believal to hous power
ful spirits thee wooden figures could wre& hava or bestav
blessing amory the living.

THE FAR-FLUNG INFLUENCE OF TRIBAL ART

Beginnin g with Gauguin's pace-settin g appreciatio n of South Sea islanders , primitiv e
art influence d professiona | Western artists from the late nineteent h century throug h
the present. The followin g artists and movement s were the most affected by the art
of pre-industria | societies :

GAUGUIN: Gauguin went to Tahiti in 1891, seeking an exotic cultur e unspoile d by
civilization . The brillian t colors and simplifie d anatomy of his island painting s reflect

decorativ e Oceanic art.

FAUVES: Around 1904-8, the Fauves discovere d African and South Pacific sculpture . "Couple,” n.d., wood, Dogon, Mali, The Bames Foundation, PA.

Matisse, Derain, and Vlaminck were key painters who enthusiasticall y collecte d
Giacometti, "Walking

Woman," 1932-33, collection
of Rhode-St.-Genese. Another
Modernist whose work resembles
tribal African art is Giacometti,
known for his elongated sculp-
tures.

African masks.

CUBISTS: Picasso and Braque pioneere d this movement based on African tribal
sculptur e and masks, which fracture d reality into overlappin g planes. Cubism stimu -
lated development s throughou t Europe, leading to the abstractio n of Malevich and
Mondrian .

SURREALISTS: In the 1920s, antirationa | artists like Erst, Miro, Magritte , Gia-
cometti, and Dali collecte d Pacific carvings , African masks, and fancifu | Eskimo
masks .

MEXICAN MURALISTS: Jose Clemente Orozco, David Siqueiros , and Diego Rivera
dominate d Mexican art in the 1930s by paying homage to the Mayan and Aztec
empires .

MODERNISTS: Sophisticate d artists like Modiglian i found a freshnes s and vitality in
tribal art missin g in conventiona | art. His painting s of long-necke d women resembl e
African carved figures .

ABSTRACT EXPRESSIONISTS: The impermanenc e of Navaho sand paintings ,
destroye d at the end of a rite, influence d Abstrac t Expressionist s to focus on the pro-
cess of artisti ¢ creation rather than the end product .

CONTEMPORARY: Attist s as diverse as Jasper Johns, Roy Lichtenstein , Keith Haring,
and David Salle have incorporate d images of African masks into their work.
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THE MIDDLE AGES;
THE REIGN OF RELIGION

The Middle Ages included the millennium from the
fifth to the fifteenth century roughly from the fall of
Rome until the RenaissanceDuring its initial period
called the Dark Ages afte the deah of the Byzantire
Empera Justinian in 565 until the reign of Charle
magre in 800, barbarials destroyel what had taken
3,000 yeass to build. Yet the Dark Ages were only
part of the Middle Ages story. There were mary
bright spos in art and architecture from the splendo
of the Byzantire court in Constantinopé to the
majesy of Gothic cathedrals
Three maja shifts occurrel that had far-reach
ing effecs on Westen civilization:
1. Culturd leadershp moved north from the
Mediterranea to France Germany and the
British Isles
2. Christianiy triumphed over paganisn and
barbarism

3. Emphass shifted from the here-and-nw to the hereafter and with it

ART OF THE MIDDLE AGES

Throughout the Middle Ages, in a succession of three styles, art was concerned with religion.
The main forms of art and architecture associated with each style were:

ROMANESQUE GOTHIC

BYZANTINE

Pointed-arch
cathedral

ARCHITECTURE  Centrakdome church  Barrelvaulted church

1194-1260

ICONS

from the body as beautifu to the body as corrupt

Since the Christian focus was on salvatio for a glorious afterlife, interes
in realisticaly representig objecs of the world disappearedNudes were for-
bidden ard even images of clothad bodies showel ignorane of anatomy The
Greco-Roma ideak of harmoniows proportiors and balan@ betwea the
body and mind ceasd to exist Instead medievéa artisars were interestel
exclusivel in the soul especialy in instructing new believes in churd
dogma Art becane the servan of the church Theologiars believad churc
membes would come to apprecia¢ divine beauy through materid beauty
and lavish mosaics paintings and sculptue were the result

In architecture this orientation toward the spiritud took the form of
lighter, more airy buildings The mas and bulk of Roman architectue gawe
way to buildings reflecting the ided Christian plain on the outsice but glow-
ing with spiritually symbolic mosaics frescoesor staine glas inside

Medievd arnt was compose of three different styles Byzantine

Romanesqueard Gothic

GOLDEN AGE OF BYZANTINE ART

Byzantire refers to easten Mediterranea art from A.D. 330, when Constan
tine transferre the sed of the Roman Empire to Byzantiun (later called Con
stantinopl@ until the city's fall to the Turks in 1453 In the interim, while
Rome was overrun by barbarias and declining to a heg of rubble Byzantiun
becane the cente of a brilliant civilization combinirg early Christian art with
the Gree Orientd tase for rich decoratim and color. In fact, the comple
formality of Byzantire art and architectue doubtles shapé the moden seng

of the word "Byzantine

As gloomy as these images of tortured martyrs were,
no discussion of Byzantine art is complete without a
look at icons. Icons were small wood-panel paintings,
believed to possess supematural powers. The images
of saints or holy persons were typically rigid, frontal
poses, often with halos and staring, wide eyes. Icons
supposedly had magical properties. According to leg-
end, one wept, another emitted the odor of incense.
Ardent believers carried them into battle or wore away
their faces by kissing them. So powerful did the cult of
icons become that they were banned from 726-843
as a violation of the commandment against idolatry.

Berlinghiero, "Madonna and Child,"
early 12th century, MMA, NY.
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MOSAICS. Sone of the world's greates art, in the form of mosaics was
creata during the fifth and sixth centuries in Turkish Byzantiun and its
Italian capital Ravenna Mosaic were intenda to publicize the now
official Christian creed so their subjet¢ was generaly religion with Chrig
shown as teache ard all-powerfu ruler. Sumptuos grandeuy with halcs
spotlighting sacrel figures and shimmerimg gold backgroundscharacter
ized thee works
Human figures were flat, stiff, and symmetricaly placed seemingy
to float as if hung from pegs Artisars had no interes in suggestig per
spectiwe or volume Tall, slim human figures with almond-shape faces
huge eyes and solemn expression gazeal straight ahead without the
leag hint of movement "Justinian and Attendants," ¢. 547, San Vitale, Ravenna.
Although drawing on the Roman tradition of setting colored cubes, or tesserae, in plaster to form a picture,
Byzantine mosaics (above, right) were distinct from Roman (left). Here ore the principal variations:
ROMAN MOSAICS VS. BYZANTINE MOSAICS
Used opaque marble cubes Used reflectiv e glass cubes
Pieces had smooth, flat finish Surfaces left uneven so work sparkled
Colors limite d due to use of natural stones Glowing glass in wide range of colors
Typically foun d on floor of private homes Found on walls and ceilings — especially
"The Battle of Issus," Pompei, ¢. 80 B.C., Museo Nazionale, Naples. church dome and apse
Subject s were secular, like battles, games Subjed's were religious , like Christ as shepher d
Used minut e pieces for realistic detail Large cubes in stylized designs
Backgroun d represente d landscap e Backgroun d was abstract : sky-blue , then gold

Anthemius of Tralles and Isidorus of Miletus, "Hagia
Sophia," Constantinople (Istanbul, Turkey), 532-37. Cathe-

HAGIA SOPHIA. When Empera Justinian decidal to build a churdc in
Constantinoplethe greates city in the world for 400 years he wanted
to make it as grard as his empire He assignd the tak to two mathe
maticians Anthemiws of Tralles and Isidorus of Miletus. They obliged
his ambition with a completey innovative structure recognize as a
climax in Byzantire architectura style
The Hagia Sophia (pronounce HAH zhee ah sch FEE ah the
name mears "holy wisdom" mergel the vag scak of Roman buildings
like the Baths of Caracald with an Easten mysticd atmosphereNear
ly three footbal fields long, it combinel the Roman rectangula basil-
ca layou with a huge centrd dome Architects achievel this break
throuch thanks to the Byzantire contributian to engineerig — pen
dentives For the first time, four arches forming a squae (as oppose
to round weight-bearig walls, as in the Pantheoh supportel adome
This structuréd revolution accountd for the lofty, unobstructd interi-
or with its soarirg dome
Forty archal windows encircke the bas of the dome creating
the illusion that it ress on a halo of light. This overhed radiane
seens to dissolwe the walls in divine light, transformirg the materid
into an otherworldy vision. So successfuwas his creation tha Justint

drals from Venice to Russia were based on this domed structure, a @n boasted "Solomon | hawe vanquishd thee!

masterpiece ofByzanhne architecture.
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ROMANESQUE ART: STORIES IN STONE
With the Roman Catholic faith firmly establisheda wawe
of church construction throughou feudd Europe
occurra from 109 to 120Q Builders borrowel elemensg
from Roman architecture sud as roundeal arches and
columns giving rise to the term Romanesqe for the art
and architectue of the period Yet becaus Roman build-
ings were timber-roofa and pronre to fires, medievé arti-
sars began to roof churche with store vaulting In this
system barrd or groin vaults restirg on piers could span
large opening with few internd suppors or obstructions
Pilgrimages were in vogue at the time, and churc
architectue took into accout the hordes of touriss visit-
ing shrines of sacrel bones garments or splinters from
the True Cross brough badk by the CrusadersThe lay-
out was cruciform symbolizirg the body of Chrig on the
cross with along nawe transversd by a shorte transept

GIOTTO: PIONEER PAINTER

Arcades allowed pilgrims to walk arourd peripheré aisles
without disruptirg ceremonis for locd worshipes in the
centrd nave At the chevet("pillow" in French) called
such becaus it was conceivel as the restirg place for
Christ's heal as he hung on the cross behird the altar,
were semicircula chape$ with saints relics

The exteria of Romanesqge churche was rathe
plain excep for sculpturé relief arourd the main portal
Since modg church-goes were illiterate, sculptue taught
religious doctrine by telling stories in stone Sculptue
was concentratd in the tympanum the semicircula
spae beneal the arch and aboe the lintel of the centra
door. Scens of Christs ascensio to the heaveny throre
were popular as well as grisly Lag Judgmen dioramas
where demors gobblal haples souls while devils stran
gled or spitted nakel bodies of the damned

Because Italy maintained contact with Byzantine civilization, the art of painting
was never abandoned. But at the end of the 13th century, a flowering of tech-
nically skilled painting occurred, with masters like Duccio aad Simone Martini of
Siena and Cimabue and Giotto of Florence breaking with the frozen Byzantine
style for softer, more lifelike forms. The frescoes (paintings on damp plaster
walls) of Giotto di Bondone (pronounced JOT toe; c. 1266-1337) were the
first since the Roman period to render human forms suggesting weight and
roundness. They marked the advent of what would afterward become paint-

ing's central role in Western art.

Giotto, "Noli me tangere," 1305, fresco, Arena Chapel, Padua. Giotto
painted human figures with a sense of anatomical structure beaeath the drapery.



ILLUMINATED MANUSCRIPTS. With hordes of pillagers looting and
razing cities of the former Roman Empire monasteris were al that
stoad betwea Westen Europe and totd chaos Here monks and
nuns copied manuscriptskeepirg alive both the art of illustration
in particula and Westen civilization in general

By this time, the papyrws scrol usal from Egypt to Rome was
replace by the vellum (calfskin or parchmeh (lambskir) codex
made of separag pages bourd at one side Manuscrips were con
sideral sacrel objecs containirg the word of God. They were dec
oratal lavishly, so their outwad beauy would refled their sublime
contents Covers were made of gold studde with preciows and
semiprecios gems Until printing was developé in the fifteenth
century thes manuscrips were the only form of books in exis
tence preservimg not only religious teaching but alo Classicalit-
erature
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Some of trie richest, pure-
ly omamental drawings
ever produced ore con-
tained in the illuminated
gospel called the Book
of Kells (760-820),
collection of Trinity Col-
lege, Dublin, produced by
Irish monks. The text was
highly embelished with
colorful abstract patterns.
Enormous letters, some-
rimes composed of inter-
lacing whorls and fantas-
tic animal imagery, cover
entire pages.
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GOTHIC ART: HEIGHT AND LIGHT

The pinnack of Middle Ages artistic achievementrivaling the wondes of
anciert Greee and Rome was the Gothic cathedral In fact, these "stone
Bibles' even surpasse Classicé architectue in terms of technologich daring
From 1200 to 1500 medievé builders erectel thes intricate structureswith
soarirg interiors unprecedentkin world architecture

What mace the Gothic cathedré possibé were two engineerig break
throughs ribbed vaulting and externd suppors called flying buttresses
Applying sud point suppors where necessar allowed builders to forgo solid
walls pierced by narrov windows for skeletd walls with huge stainal glas
windows flooding the interior with light. Gothic cathedrad acknowledgd no
Dark Ages Their evolution was a continuots expansia of light, until finally
walls were so perforate as to be almog mullions framing immene fields of
colored story-tellirg glass

In addition to the latticelike quality of Gothic cathedrawalls (with an
effed like "petrified lace; as the writer William Faulkne said) verticality
characterizd Gothic architecture Builders usel the pointed arch which
increasd both the reality and illusion of greate height Architect vied for the
highes naves (at Amiens the nawe reachel an extrene heigh of 144 feet).
When as often happenedambition outstrippa technicé skill and the naves
collapsed churdh membes tirelessy rebuilt them

Gothic cathedrad were such a symbd of civic pride that an invader$
worst insuft was to pull down the tower of a conquerd town's cathedral
Communé devotim to the buildings was so inten® that all segmemd of the
populatin participatel in construction Lords and ladies in worshipfu
silence worked alongsie butches and masons draggirg carts loaded with
store from quarries Buildings were so elaboraé that constructim literally
took ages — six centurie for Cologre Cathedra— which explairs why sone
seen a hodge-podg of successig styles
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THE ART OF ARCHITECTURE. Medievd theologiars believed a churchs beauy i?;?ﬁ’es
would inspire parishiones to meditation ard belief As aresult churche were Royal '
much more than just assembl halls They were texts with volumes of orna Portals,
mens preachig the pat to salvation The chid forms of inspiration& decora ggﬂgfal,
tion in Gothic cathedrad were sculpture stainel glass and tapestries 1145-70.

SCULPTURE: LONG AND LEAN. Cathedr& exteriois displayal carved Biblical
tales The Early Gothic sculpture of Chartres (pronounce shart) and the
High Gothic store figures of Reins (pronounce ran Cathedrh show the
evolution of medievéa art

The Chartres figures of Old Testamenkings ard queers (1140-5Q are
pillar people elongate to fit the narrov columrs that house them Drapey
lines are as thin and straigh as the bodies with few traces of naturalism By

the time the jamb figures of Reinms were carved arourd 1225-90 sculptos for The Visitation,"

) ) ) s i ; jamb statues of
the first time since antiquity approache sculptue in-the-round Thes figures west facade,
are almog detachd from their architecturh background standimg out from Reims Cathedral,
the colum on pedestalsAfter the writings of Aristotle were discovered the ¢. 1225-90, France.

Sculpture developed

body was no longe despisd but viewed as the envelo of the soul so artists from stif,dispropor-
once agan depictal flesh naturally tionately long figures
In "The Visitation," both the Virgin Mary and her kinswoman Eliza- (above) to amore

beth lean primarily on one leg, their uppe bodies turned toward ead other. rounded, natural stle

The older Elizabeh has awrinkled face full of characterand drapey is han
dled with more imagination than before

Rose window, Chartres STAINED GLASS. Chartres Cathedrh was the visible sod of the Middle Ages
13t Cemur;:a}tﬁgfral' Built to hous the veil of the Virgin given to the city by Charlemagne'

Sandsofpiec'esof grandson Charles the Bald, in 876, it is a multi-media masterpiecelts
glass, tinted with stainel glas windows the mog intad collection of medieva glass in

chemicals like the world, measue 26,90 fee in totd area lllustrating the Bible, the
cobalt and man- . . . ; .
ganese, were lives of saints even traditiond crafts of France the windows are like
bound together a gigantig glowing, illuminated manuscript

with strips ot
lead, which also
outlined compo-
nent figures.

TAPESTRY. Weaves in the Middle Ages creatal highly refined tapestries
minutely detailed with scens of contemporay life. Large wool-and-sik hang
ings usel to cut drafts decorated store walls in chateas ard churches Huge
scak paintings were placel behird the warp (or lengthwise thread$ of aloom
in orde to imitate the desiq in cloth.
A series of seven tapestris represerd the unicom legend According to
popula belief the only way to catd this mythicd beas was to use a virgin sit-
ting in the foreg as bait The trusting unicom would go to sleg with his hea
in her lap and awaken caged The captura unicom is chaina to a
pomegranat tree a symbd of both fertility and becaus it containel mary
seed within one fruit, the church During the Renaissangethe unicom was
linked with courtly love, but in the tapestrys ambiguows depictin both lying “The Unicom in Coptivity," c. 1500, The Clisers
down ard rearirg up, he symbolizes the resurrectd Christ MMA, NY.



The Rebirh

of Art:

Renaissane and

BaroqLe

The Middle Ages are so called becaus they fall betwea
twin peals of artistic glory: the Classich period and the
RenaissanceWhile art hardly died in the Middle Ages
what was rebon in the Renaissare — ard extende in
the Baroqle period — was lifelike art A shift in interes
from the supernaturato the naturd causd this change
The rediscovey of the Greco-Roma tradition helpel
artists reprodue visud images accurately Aided by the
expansim of scientific knowledge sud as an

ALL ROADS LEAD FROM FLORENCE

The Renaissance from the Early Renaissance in Florence and
High Renaissance in Rome and Venice to points North, Eost, and West

understandig of anatony and perspective paintes of the
fifteenth throudh sixteenh centuries wernt beyord Greee
and Rome in technicé proficiency

In the Barogwe period of the seventeert and
eighteenhh centuries reverene for Classicisn persisted
but everythirg revved up into overdrive Ruled by absolué
monarchs the newly centralizel states produceal theatricd
art ard architectue of unprecedentt grandeuy designe
to overwhein the sense and emotions



WORLD HISTORY

ART HISTORY

Gutenberg invents printing with movable type
Medici's deposed in Florence, art center shifts to Rome

Renaissance spreads to Northem Europe

Balboa sights Pacific Ocean

Luther posts 95 Theses, Reformation begins
Magellan circumnavigates globe

Rome sacked by Germans and Spanish

Henry VIl of England founds Anglican Church

Copemicus announces planets revolve around sun
Elizabeth 1 reigns in England

England defeats Spanish Ammodo
Edict of Nantes establishes religious tolerance

Galleo invents telescope
King James Bible published

Harvey discovers circulation of blood
Pilgrims land at Plymouth

Charles 1 of England beheaded

Newton devises theary of gravity
Fahrenheit invents mercury thermometer

Bach completes first Brandenburg Concerto

Catherine the Great rules Russia
James Watt invents steam engine

Priestley discovers oxygen
American colonies declare independence

Mozart becomes court musician to Emperor Joseph |l
French Revolution breaks out

1400- 1500
1420s
1446-50
1492
1500-20
1500- 1600
1503-6
1508- 12
1509- 11
1510
1513
1517
1520
1520-1600
1527
1530s
1534
1534-41
1543
1558- 1603
1577
1588
1598
1601
1609
1611
1619
1620
1630s
1642
1645
1648
1649
1656
1668
1675
1687
1714
1715
1720
1738
1762
1765
1768
1774
1776
1784-85
1787
1789

Early Renaissance

Perspective discovered

High Renaissance

Leonardo paints "Mona Lisa"

Michelangelo frescoes Sistine Chapel ceiling

Raphael creates Vatican frescoes
Giorgione paints first reclining nude

Mannerism
Holoein paints Briish royalty

Michelangelo works on "Last Judgment"

El Greco goes to Spain

Caravoggio paints "Conversion of St. Paul," Bare que begins

Van Dyck paints aristocracy

Rembranctt creates “Nightwatch”

Bemini designs Comoro Chapel

Poussin establishes Classical taste, Royal French Academy of Painting and Sculpture founded
Velazquez paints "Las Meninas"

Louis XIV orders Versailles enlarged

Wren designs St. Paul's Cathedral

Louis XIV dies, French Rococo begins

Pompeil and Herculaneum discovered

Reynolds heads Royal Academy

David launches Neoclassicism
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THE RENAISSANCE:: THE BEGINNING
OF MODERN PAINTING

In the early 1400s the world woke up. From its beginning in Florence Italy,
this renaissanceor rebirth, of culture sprea to Rome and Venice then in
1500 to the reg of Europe (known as the Northemn Renaissance)he Nether
lands Germany France Spain ard England

Commam elemens were the rediscovey of the art and literature of
Greee ard Rome the scientific study of the body and the naturd world, and
the intert to reprodue the forms of natue realistically

Aided by new technicd knowledee like the study of anatomy artists
achievel new heighs in portraiture landscapeand mythologicd and religious
paintings As skills increasedthe prestig of the artig soared reachimg its
pe& during the High Renaissare (1500-1520 with megastas like Leonardo
Michelangelg and Raphael

During the Renaissangesud things as the exploration of new continens
and scientific researh booste& mans beligf in himself while, a the sane time,
the Protestah Reformatian decrease the sway of the church As aresult the
study of God the Suprene Being was replaceal by the study of the human
being From the minutely detailed realistic portraits of Jan van Eyck, to the
emotiond intensiy of Diirer's woodcus ard engravingsto the contortel bod
ies and surred lighting of El Grecq art was the mears to explore all faces of
life on earth

THE TOP FOUR
BREAKTHROUGHS

During the Renaissancgetechnicd
innovatiors ard creative discoveris
made possibe new styles of repre
sentirg reality. The major break
throughs were the chang from
tempeml paint on wood panek
and fresmo on plaste walls to oil on
stretchel canva and the use of
perspective giving weight and
dept to form; the use of light and

Hans Holbein the Younger, “The French Ambas-
sadors," 1533, NG, London. This portrait of two "univer-
sal men" expressed the versatility of the age. Objects like
globes, compasses, sundials, lute, and hymnbook show wide-
ranging interests from mathematics to music. Holbein fully
exploited all the technical discoveries of the Renaissance: the
lessons of composition, anatomy, realistic depiction of the
human form through light and dork, lustrous color, and flow-
less perspective.

Masaccio, "The Tribute Money," ¢. 1427, Santo
Maria del Carmine, Florence. Masaccio revolutionized paint-
ing through his use of perspective, a consistent source of
light, and three-dimensional porttoyal of the human figure.

shadow as opposé to simply draw
ing lines, and pyramidd compost
tion in paintings

1. OIL ON STRETCHED CANVAS. Ol on
canva becane the mediun of
choice during the RenaissanceWith
this method a minerd like lapis
lazuli was grourd fine, then mixed
with turpentire and oil to be
applied as oil paint A greate range

of rich colors with smooh gradatios of tone permitted paintes to represen
textures and simulae three-dimensioraform.

2. PERSPECTIVE. One of the mog significart discoveria in the history of at was
the methal for creatirg the illusion of deph on aflat surfae called "perspee
tive," which becane a foundation of Europea painting for the nex 500 years
Linear perspectie createl the opticd effed of object recedimy in the distan@
throudh lines tha appeato conver@ a a singlke point in the picture known as
the vanishirg point. (In Masaccios "The Tribute Money," lines converg
behind the heal of Christ) Paintes al® reducel the size of objecs ard muted
colors or blurred detal as object gat farthe away
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3. THE USE OF LIGHT AND SHADOW. Chiaroscuo (pronounce key arrow
SKEWR 0), which mears "light/dark" in Italian, referra to the new tech
nique for modeling forms in painting by which lighter parts seemd to
emerg from darke areas producirg the illusion of rounded sculpturé relief
on a flat surface

4.PYRAMID CONFIGURATION. Rigid profile portraits and groupirg of figures
on a horizontd grid in the pictures foregrourd gawe way to a more three
dimensiond& "pyramid configuration” This symmetrich composition builds
to aclimax at the center as in Leonardcs "Mona Lisa," where the focd point
is the figures head

THE EARLY RENAISSANCE: THE FIRST THREE HALL-OF-FAMERS
The Renaissanewas bom in Florence The triumvirate of quattrocend
' 15th-century geniuss who inventea this new style included the painte
Masacco and sculpta Donatellg who reintroducel naturalisn to art and
the painte Botticelli, who= elegan linear figures reachd a height of refine
ment

MASACCIO. The founde of Early Renaissanepainting which becane the

cornerstoe of Europea painting for more than six centuries was Masacco , ,

. . . " " Donatello, "David," c. 1430-32, Museo Nazionole,

i pronounce ma SAHT chee oh; 1401-28) Nicknamel "Sloppy Tom Florence. Donatello pioneered the Renaissance style of sculp-
becaus he neglecté his appearanein his pursut of art, Masacco was the ture with rounded body masses.

first since Giotto to paint the human figure not as a linear column in the

Gothic style but as ared human being As a Renaissarepainter Vasar said

"Masaccb mack his figures stard upon their feet' Othe Masaccod innova

tions were a mastey of perspectie ard his use of a single constah soure of

light castirg accura¢ shadows

DONATELLO. Wha Masacco did for painting Donatelb (1386-146 did for sculpture Hiswork recapture the centrd
discovey of Classich sculpture contrappostpor weight concentraté on one leg with the reg of the body relaxed often
turned Donatelb carvel figures and drapeal them realistically with a seng of their underlyirg skeleté structure

His "David" was the first life-size freestandig nude sculptue since the Classicé period The brutd naturalisn of
"Mary Magdaleri was even more probing harshy accurate and "real' than ancien Roman portraits He carvel the
agal Magdalen as a gaunt shrivela hag with stringy hair and hollowed eyes Donatellos sculptue was so lifelike, the
artig was sad to hawe shoute at it, "Speak speak or the plagwe take you!"

BOTTICELLI. While Donatelb and Masacoo laid
the groundwok for three-dimensionarealism
Botticelli (pronounce bouglt tee CHEL lee
1444-1510 was moving in the opposit direc
tion. His decoratie linear style and tiptoeing
golden-hairel maiders were more a throw-
bad to Byzantire art. Yet his nudes epito-
mized the Renaissance"Birth of Venus'
marks the rebirth of Classica mythology

Botticelli, "Birth of Venus," 1482, Uffizi, Florence. Botticelli drew
undulating lines and figures with long necks, sloping shoulders, and pale, soft
bodies.
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THE ITALIAN RENAISSANCE

HEROES OF THE HIGH RENAISSANCE. In the sixteenh century artistic leadershp
sprea from Florene to Rome and Venice where giant like Leonardq
Michelangelg ard Raphaek create sculptue and paintings with totd techni
cd mastery Their work fusedl Renaissane discoveria like composition ided
proportions ard perspectie — a culminatian referred to as the High Renais
sane (1500-1520)

LEONARDO DA VINCI. Thetem "Renaissane
man' has come to mear an omnitalentd
individua who radiates wisdom Its proto-
type was Leonard (1452-1519) who cane
neare to achievirg this ided than anyore
before or since

Leonard was universaly admirel for
his handsonme appearanceintellect and
charm His "person& beauy could not be
exaggerated, a contemporay sad of this
tall man with long blond hair, "whose evey
movemei was grae itself, and whos abili-
ties were so extraordinay that he could
readily solve evey difficulty.” As if this were
not enough Leonara could sing "divinely"
and "his charmirg conversatio won all
hearts"

An avid mountah climber who
delighted in scalirg gred heights Leonara
was alo fascinatd with flight. Wheneve he
sav cagel birds, he paid the owne to se
them free He frequenty sketche fluttering wings in his notebookswhere he
constanty designe flying contraptiors that he eventualy built and strappe
on himsef in hopes of soaring He once wrote, "l wish to work miracles; an
ambition evident in his inventions a machire to move mountains a parachute
a helicopter an armoreal tank and a diving bell.

Leonard did more to creat the concep of the artist-genis than anyore
else When he began his campaign the artis was considerd a menid crafts
man By constanty stressig the intellectud aspecs of art and creativity,
Leonard transforme the artists public statts into, as he put it, a "Lord ard
God"

His brilliance had one flaw. The contemporay painte Vasar called
Leonard "capriciows and fickle." His curiosity was so omnivorots tha dis-
tractiors constanty lured him from one incomplet projed to another When
commissiond to pairt an altarpiece he first had to study tidal movemens in
the Adriatic, then invernt systens to preven landslides A prieg sad Leonara
was so obsesseé with his mathematichexperimens "that he canna stard his
brushes.

Less than twenty paintings by Leonara survive He died at age 67 in
France where he had been summond by Francs | for the sole duty of con
versirg with the king. On his deathbed sad Vasarj Leonard admitted "he
had offended God and mankird by not working at his att as he shoutl have®

Leonardo, "Mona Lisa," or

"La Gioconda," 1503-6, Louvre, Paris. The
world's most famous portrait embodied all the
Renaissance discoveries of perspective, anatomy,
and composition.

MONA LISA

It hung in Napoleon's bedroom until moving to the Lou-
vre in 1804. It caused traffic jams in New York when
1.6 million people jostled to see it in seven weeks. In
Tokyo viewers were allowed ten seconds. The object of
all this attention was the world's most famous portrait,
"Mona Lisa."

Historically, she was nobody special, probably
the young wife of a Florentine merchant named Giocon-
do (the prefix "Mona" was an abbreviation of Madon-
na, or Mrs.). The portrait set the standard for High
Renaissance paintings in many important ways. The use
of perspective, with all lines converging on a single van-
ishing point behind Mona Lisa's head, and triangular
composition established the importance of geometry in
painting. It diverged from the stiff, profile portraits that
had been the norm by displaying the subjectin a
relaxed, natural, three-quarter pose. For his exact
knowledge of anatomy so evident in the Mona Lisa's
hands, Leonardo had lived in a hospital, studying skele-
tons and dissecting more than thirty cadavers.

One of the first easel paintings intended to be
framed and hung on a wall, the "Mona Lisa" fully real-
ized the potential of the new oil medium. Instead of
proceeding from outlined figures, as painters did before,
Leonardo used chiaroscuro to model features through
light and shadow. Starting with dark undertones, he
built the illusion of three-dimensional features through
layers and layers of thin, semi-transparent glazes (Even
the Mona Lisa's pupils were composed of successive
gauzy washes of pigment). This "sfumaro" technique
rendered the whole, as Leonardo said, "without lines or
borders, in the manner of smoke." His colors ranged
from light to dark in a continuous gradation of subtle
tones, without crisp separating edges. The forms
seemed to emerge from, and melt into, shadows.

And then there's that famous smile. To avoid
the solemnity of most formal portraits, Leonardo
engaged musicians and jesters to amuse his subject.
Although he frequently left his works incomplete
hecause of frustration when his hand could not match
his imagination, this work was instantly hailed as a
masterpiece, influencing generations of artists. In 1911
an Italian worker, outraged that the supreme achieve-
ment of Italian art resided in France, stole the painting
from the Louvre to retur it to its native soil. "Mona
Lisa" was recovered from the patriotic thief's dingy
room two years later in Florence.

By 1952 more than 61 versions of the Mona
Lisa had been created. From Marcel Duchamp's goateed
portrait in 1919 to Andy Warhol's silkscreen series and
Jasper Johns's image in 1983, the Mona Lisa is not
only the most admired, but also the most reproduced,
image in all art.



THE LAST SUPPER

If "Mono Lisa" is Leonardo' s most famou's portrait, his fresco painting, "The Last
Supper," has for five centurie s been the world's most revered religiou s painting .
Leonardo declared the artist has two aims: to paint the "man and the intentio n of his
soul." Here he revolutionize d art by capturin g both, particularl y what was going
through each figure' s mind .

Leonard o immortalize d the dramatic moment after Christ announce d one of
his disciple s would betray him, with each reacting emotionall y and asking, “Lord , is it
17" Throug h a range of gesture and expression , Leonard o revealed for the first time in
art the fundamenta | character and psychologica | state of each apostle. His use of per-
spective , with all diagonal lines convergin g on Christ's head, fixed Christ as the apex
of the pyramida | composition .

Leonardo, "In
the Womb," }
¢. 1510, Royal §
Collection,
Windsor Castle

THE RENAISSANCE

Unfortunately , Leonardo was not temperamentall y suited to the demands of
traditiona | fresco painting , which require d quick , unerrin g brushwor k instead of accu-
mulate d blurre d shadings . In "The Last Supper,” he experimente d with an oil/tem -
pera emulsio n of his own inventio n that failed to bond to the plaster. Even during his
lifetime , the mural began to disintegrate . It didn't help that the buildin g was used as
a stable and then partly destroye d in World War II. Behind a barricad e of sandbags ,
mildew reduced the fresco to a sad ruin. Today it is being restore d square inch by
square inch.

Leonardo, "The Last Supper,” ¢. 1495, Santa Maria delle Grazie, Milan.
Leonardo revealed the disciples' character through facial expressions and gestures.

The Notebooks

Evidence of Leonardo’s fertile imagination lies in the thousands of
poges of sketches and ideas in his notebooks. His interests ond
expertise encompassed anatomy, engineering, astronomy, mathe-
matics, natural history, music, sculpture, architecture, and painting,
making him one of the most versatile geniuses ever. Athough the
notes were unknown to later scientists, Leonardo anticipated many of
the major discoveries and inventions of succeeding centuries. He built
canals, installed central heating, drained marshes, studied air cur-
rents, and invented a printing press, telescope, and portable bombs.
From his study of blood vessels, he developed the theary of circula-
tion 100 years before Harvey. He was the first to design a flying
machine ond first to illustrate the interior workings of the human
hody. His sketches of the growth of the fetus in the womb were so

accurate they could teach embryology to medical students today.
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MICHELANGELO: THE DIVINE M. As an infant, Michelangeb
(1475-1564 was caral for by a wet nursee whos husban
was a stonecutter The boy grew up absorbe with carv
ing, drawing and art, even thoudh his family bed him
severey to force him into a "respectablé profession But
the Medic prince Lorena the Magnificert recognizel
the boy's talert and at the age of 15, took Michelangeb
to his Florentire court where the buddirg artig lived like
ason

Michelangeb did more than anyore to elevat the
statws of the artist Believing that creativity was divinely
inspired he broke all rules Admirers addresse him as
the "divine Michelangelo; but the price for his gift was
solitude Michelangeb once askel his rival, the gregart
ous Raphael who was always surroundéd by courtiers
"Where are you going in such company as happ/ as a
Monsignor? Raphaé sha back "Where are you going,
all alore like ahangman®?

Michelangeb refusel to train apprentics or allow
anyore to watch him work. When someor sad it was
too bad he neve married and had heirs Michelangeb
responded"l've always had only too harassig a wife in
this demandig art of mine, ard the works | leawe behird
will be my sons” He was emotiona) rough and uncouth
happy only when working or hewing rock at the marble
quarry. His wit could be cruel as when he was aska why
the ox in anothe artists painting was so much more con
vincing than othea elements "Evelry painter; Michelan
gelo said "does a godd self-portrait®

An architect sculptor painter poet and engineey
Michelangeb acknowledgd no limitations. He once
wanted to carve an entire mountan into a colossus
Michelangeb lived until neary 90, carvirg until he died
His deathbd words "I regré tha | am dying just as | am
beginnirg to leam the alphabé of my professiort.

WHO PAID THE BILLS?

Before there were art gallerie s and museums , artists
depende d on the patronag e system not only to sup-
port themselve s but to provid e expensiv e material s
for their work. Under the inspire d taste of Lorenzo the
Magnificent , this resulted in an entire city — Flo-
rence — becoming a work of art, as wealthy rulers
commissione d lavish building s and art. Yet, signifi -
cantly, the word for "patron " is the same in both
French and Italian as the word for "boss. " With irasci-
ble artists like Michelangelo , the tension between
being a creator and being told what to create erupted
in ugliness . The best example of the strength s and
weaknesse s of the system wos Michelangelo' s testy

relation to his Medici patrons .

Michelangel o owed his trainin g to Lorenzo
de'Medici, but Lorenzo's insensitiv e son ordered the
maestro to sculpt a statue out of snow in the palazzo
courtyard . Years later, Medici popes Leo X and
Clement VI (the sculpto r worke d for seven of the thir-
teen popes who reigned during his lifetime ) hired
Michelangel o to drop other work and sculpt tomb stat-
ues for their relatives . When the stone faces of the
deceased bore no resemblanc e to actual appearance,
Michelangel o would brook no interferenc e with his
ideal concept, saying that, in 100 years, no one
would care what his actual subjects looked like.
Unfortunately , the works remain unfinished , for his
fickl e patrons constantl y changed their minds, abrupt-

ly cancelling , withou t explanatio n and often withou t
pay, project s Michelangel o worke d on for years.

Michelangelo' s worst taskmaste r was Pope
Julius 11, the "warrior-pope " who was bent on restor -
ing the temporal power of the papacy. Julius had
grandios e design s for his own tomb, which he envi-
sioned as the centerpiec e of a rebuilt St. Peter's
Cathedral. He first commissione d Michelangel o to cre-
ate forty life-size marble statues to decorate a mam-
moth two-stor y structure . The project tormente d
Michelangel o for forty years as Julius and his relative s
graduall y whittle d down the design and interrupte d
his progres s with distractin g assignments . When refer-
ring to the commission , Michelangel o darkly called it
the "Traged y of the Tomb."

Michelangelo, "Pietd,"
1498/99-1500, St. Peter's, Rome.
Michelangelo's first masterpiece groups
Christ and the Virgin in a pyramidal
composition.

THE SCULPTOR. Of all artists Michelanged felt the sculpta was mog godlike
God createl life from clay, and the sculpta unlocked beauy from stone He
describe his techniqle as "liberating the figure from the marble that
imprisors it." While othe sculptos addal pieces of marbk to dis-

guise their mistakes Michelangeb always carvel his sculpture

from one block

"You could roll them down a mountan and no

piece would come off," sad a fellow sculptor

The first work to eamn him renown carved when
Michelangeb was 23, was the "Pieta; which mears "pity."
The pyramidd arrangemenderived from Leonardg with
the classt composue of the Virgin's face reflecting the calm
idealized expression of Gree sculpture The accuraé
anatony of Christs body is due to Michelangela dissectim
of corpses When first unveiled a viewer attributel the work
to a more experiencd sculptor unabk to beliew a young
unknown could accompli®© such a triumph. When
Michelangeb heard he carvel his nane on aribbon acros
the Virgin's breast the only work he eve signed
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THE PAINTER: THE SISTINE CHAPEL. A few vines on a blue backgroum — that’s
all Pope Julius Il askel for, to sprue up the barnlike ceiling of the Sistire
Chapel What the artig gawe him was more than 340 human figures (10 to 18 Michelangelo, "The Creation of Adam," detail,

tall) representig the origin and fall of man — the mog ambitiows artistic

1508-12, Sistine Chapel, Vatican, Rome. A leus-like God
transmits the spark of life to Adam. Michelangelo used the

undertakimg of the whole RenaissanceT he fad tha Michelangeb accomplishd Mate nude o express every human aspiration and emohon.
sudch afed in less than four years virtually without assis
tance was atestimoni# to his single-mindedness
Physicd conditiors alore presentd a formidablke
challenge Nearly one-hal the length of a footbal field,
the ceiling presentd 10,0® squake fed to be designed
sketched plastered and painted The rodf leaked which
mack the plaste too damp The curved shap of the bar
rel vault divided by cros vaults mace Michelangelcs job
doubly hard In addition he had to work on a seven
story-high scaffod in a crampe and uncomfortabé

position

Despit his disdan for painting which he considerd an inferior art
Michelangelcs freso was a culminatian of figure painting with the
figures drawn not from the red world but from a world of his own
creation The nudes which had neve bee painted on sud a colos
sd scale are simply presentedwithout backgroum or ornament
As in his sculpture the torscs are more expressie than the faces
His twisted nude forms hawe a relieflike quality, as if they were

carveal in coloral stone

Encompassig an entire wall of the Sistine Chap¢ is the "Last

Michelangelo, "The

Judgment fres@m Michelanget finished twenty-nire yeas afte the Last Judgment,”
ceiling. Its moad is strikingly gloomy. Michelangeb depictel Chrig detail, 1541, Sisite
not as amercifd Redeemebut as an avengig Judg with sud ter- Chapel, Rome. St.

rifying effed that Pope Pad I11 fell to his knees when he sav the

Bartholomew, a martyr
who was flayed alive,

fresca "Lord, hold not my sins againg me!" the pope cried Hereg holds up his skin with a
too, Michelangeb showel his suprene ability to presem human grotesque self-portrait

forms in motion, as nearly 400 contortel figures struggled fought,

and tumblead into hell.

Michelangelo, Campidoglio, 1538-64, Rome.
Michelangelo broke Renaissance rules by designing this piaz-
za with interlocking ovals and variations from right angles.

of Michelangelo.

THE ARCHITECT. In his later years Michelangeb devotel himsef to architecture
supervisig the reconstructio of Romes St Peters Cathedral Given his life-
long infatuatian with the body, it's no wonde Michelangeb believed "the
limbs of architectue are derived from the limbs of man® Jug as arms and legs
flank the trunk of the human form, architectura units, he believed shoutl be
symmetrical surroundimg a centra) verticd axis

The beg exampe of his innovatiwe style was the Capitolire Hill in Rome
the first grea Renaissarecivic center The hill had been the symbolc heat of
ancient Rome and the pope wantal to restoe it to its ancien grandeur Two
existing buildings alread/ abutted eat othe at an awkwad 80° angle
Michelangeb mace an asse of this liability by addirg anothe building at the
same angk to flank the centrd Pala® of Senators He then redesignd the
facack of the laterd buildings so they would be identicd and left the fourth
side open with a panoramé view toward the Vatican

Unifying the whole was a statie of Empera Marcus Aurelius (see p. 17)
on a patternel ovad pavement Renaissanearchitecs considerd the ovd
"unstablé and avoiddl it, but for Michelangelg measue and proportian were
not determine by mathematichformulae but "kept in the eyes:
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RAPHAEL Of the three majar figures of the High Renaissane schod
(Leonardg Michelangelg and Raphael) Raphat (pronounce rah
fa yell; 1483-1520 would be voted Most Popular While the
other two were reveral and their work admired Raphaéwas
adored A contemporay of the three men Vasari who
wrote the first art history, sad Raphaéwas "so gente ard
so charitabé tha even animas loved him."

Raphaek father, a medioce painter taugh his
precocios san the rudimens of painting By the age of
17, Raphaéwas rated an independenmaster Called to
Rome by the pope at age 26 to decoraé the Vatican
rooms Raphaé completa the frescoes aided by an
army of fifty students the sane yea Michelanged fin-
ished the Sistire ceiling. "All he knows,;" sad

Michelangelo "he learna from me

The rich, handsomewildly successfuRaphaéwen from triumph to tri-
umph a sta of the brilliant papd court He was a devota lady's man "very
amorous, sad Vasarj with "secre pleasure beyord all measuré. When he
caugh a fever after a midnight assignatio and died on his thirty-sevenh
birthday, the entire coutt "plunged into grief."

Raphaek art mogs completey expressd all the qualities of the High
RenaissanceFrom Leonara he borrowel pyramidd composition ard learnel
to modd faces with light and shadav (chiaroscuro) From Michelangelq
Raphat adapte full-bodied dynamc figures ard the contrapposi pose

TITIAN: THE FATHER OF MODERN PAINTING. Like his fellow Venetia
painters Titian (pronouncd TISH un; 1490P-1576)who dominat
ed the art world in the city for sixty years usel strorg colors as his
main expressie device First he covera the surfae of the canva
with red for warmth then he painted both backgroun and figures
in vivid hues and toned them down with thirty or forty layers of
glazes Throudh this painstakig method he was able to portray ary
texture completey convincingly, whethe polished metal shiry silk,
red-goHt hair, or wam flesh One of the first to abandoa wood pan
els Titian establishd oil on canva as the typicd medium

After his wife died in 153Q Titian's paintings becane more
muted almog monochromatic Extremey prolific until his late 805
as his sigh failed Titian loosené his brushstrokesAt the end they
were broad thickly loaded with paint and slashing A pupil report
ed tha Titian "painted more with his fingers than with his brushes.

While artists workin g in Florenc e and Rome concentrat -
ed on sculptura | forms and epic themes, Venetian
painter s were fascinate d with color, texture , and mood.
Giovanni Bellini (1430-1516) was the first Italian

master of the new oil paintin g technique . Titian's men-

THE VENETIAN SCHOOL

tor, Bellini was also the first to integrat e figur e and land-
scape. Giorgione (1476-1510) aroused emotion
throug h light and color. In his "Tempest, " a menacin g
storm cloud created a sense of gloom and mystery . After
Titian — the most famous of Venetian artists — Tin-

Raphael, "School of Athens," 1510-11, Vatican,
Rome. Raphael's masterpiece embodies the High Renais-
sance in its balance, sculptural quality, architectural perspec-
tive, and fusion of pagan and Christian elements.

Titian, "Bacchanal of the Adrians," 1518, Prado,
Madrid. This pagan wine party contains the mojor ingredi-
ents of Titian's early style: dazzling contrasting colors, ample
female forms, andasymmeftic compositions.

torett o and Veronese continue d the large-scale , majesti ¢
style of deep colorin g and theatricality . In the eighteent h
century , the Rococo painter Tiepolo carried on the Vene-
tian tradition , as did Guardi and Canaletto in their atmo-

spheri ¢ cityscapes .



ARCHITECTURE IN THE ITALIAN RENAISSANCE. Informed by the same principles of
harmonios geomety that underlgy painting and sculpture architectue
recovere the magnificene of ancien Rome The mod noted Renaissane
architecs were Alberti, Brunelleschi Bramante ard Palladia

A writer, painter sculptor and architect Alberti (pronouncd a BEAR
tee 1404-73 was the Renaissance'maja theorid who wrote treatises on
painting sculpture ard architecture He downplaye art's religious purpo®
and urged artiss to study "science$ like history, poetry and mathematis as
building blocks Alberti wrote the first systemat guide to perspectie and
provided sculptos with rules for ided human proportions

Anothe multifacetel Renaissareman Brunellesch (pronouncd brew
nell LESS kee 1377-1446 was skilled as a goldsmith sculptor mathemat
cian, clock builder, ard architect But he is bed known as the fathe of moden
engineering Not only did he discove mathematichperspectivehe alo cham
pionad the central-pla churc desig tha replace the medieva basilica He
alore was capabeé of constructig a dome for the Florene Cathedral called

THE FOUR R'S OF RENAISSANCE
ARCHITECTURE

The four R's of Renaissanc e architectur e are Rome,
Rules, Reason, and 'Rithmetic .

ROME In keeping with their passion for the clas-
sics, Renaissanc e architect s systematicall y measured
Roman ruins to copy their style and proportion . They
revived elements like the rounde d arch, concrete
construction , domed rotunda , portico, barrel vault,
and column .

RULES Since architect s considere d themselve s
scholar s rather than mere builders , they based their
work on theories , as expresse d in variou s treatises .
Alberti formulate d aesthetic rules that were widely
followed .

REASON Theories emphasize d architecture' s ratio-
nal basis, grounde d in science, math, and engineer -
ing. Cool reason replaced the mystica| approach of
the Middle Ages.

'‘RITHMETIC Architect s depende d on arithmeti ¢ to
produc e beauty and harmony . A system of ideal pro-
portion s related parts of a buildin g to each other in
numerica | ratios, such as the 2:1 ratio of a nave
twice as high as the width of a church . Layouts relied
on geometri ¢ shapes, especiall y the circle and
square.

the Eighth Wonde of the World.
His inspiration was to build two
shells ead supportirg the other,
crownd by alantemn stabilizing the
whole. In designirg the Pazi
Chapel Brunellesch usel Classich
motifs as surfae decoration His
design illustrates the reviva of
Roman forms and Renaissane
emphass on symmety and regularity

In 1502 Bramang (pro-
nouncel brah MAHN tee 1444
1514 built the Tempietb ("Little
Temple") in Rome on the site where
St. Pete was crucified Although
tiny, it was the perfed prototype of
the domeal centrd plan church It
expressd the Renaissaneideak of
order, simplicity, and harmonios
proportions

Known for his villas and
palaces Palladb (pronouncd pah
LAY dee oh; 1508-8Q was enor
mousl influentid in later centuries
through his treatise Four Bookson
Architecture. Neoclassich revivaliss
like Thomes Jeffersm and Christo
phe Wren, archited¢ of St Pauls in
London usel Palladios rule bodk as
aguide The Villa Rotonda incorpo
rated Grek and Roman detaik like
porticos with lonic columns a flat-
tened dome like the Pantheon and
rooms arrange& symmetricaly
arourd a centrd rotunda

THE RENAISSANCE

Brunelleschi, Pazzi Chapel, 1440-61, Florence.

Palladio, Villa Rotonda, begun 1550, Vicenza.
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THE NORTHERN RENAISSANCE
In the Netherland as well as in Flo-
rence new developmerdin art began
abou 1420 But what was called the
Northem Renaissanzwas nat a rebirth
in the Italian sense Artists in the
Netherland — moden Belgium (then
called Flander$ and Holland — lacked
Roman ruins to rediscover Still, their
bre& with the Gothic style produce a
brilliant flowering of the arts

While the Italians looked to Clas
sicd antiquity for inspiration northen
Europeas looked to nature Without
Classicé sculptue to tead them ided
proportions they paintel reality exacty as it appearedin a detailed realistc
style Portrait were sud faithful likenesse tha Charles VI of Frane sert a
painte to three differernt royd courts to pairnt prospectie brides basimg his
decisim solely on the portraits

This precision was mack possibé by the new oil medium which North-
em Renaissarepaintes first perfected Sine oil took longe to dry than tem
pera they could blend colors Subtk variatiors in light and shaca heightend
the illusion of three-dimensionaform. They al usel "atmospher perspee
tive" — the increasingy haz appearane of objecs farthes from the viewe
— to sugges depth

THE RENAISSANCE IN
THE LOW COUNTRIES

In Holland and Flanders
cities like Bruges Brussels
Ghent Louvain, and
Haarlem rivaled Florence
Rome and Venice as cen
ters of artistic excellence
The trademak of thes
northem Europea artists
was their incredibke ability
to portray natuee realistica
ly, down to the mog minute
detail

JAN VAN EYCK. Credited with invent
ing oil painting the Flemish artist
Hubett van Eydk was so idolized for
his discovey tha his right am was
preserve as aholy relic. His broth-
er, Jan van Eyck (c.1390-1441)
abou whom more is known, usal
the new medium to achiewe a pe&k
of realism

Trained as a miniaturig and
illuminator of manuscriptsJan van
Eyck painted convincingy the mog
microscopc details in brilliant,
glowing color. One of the first mas
ters of the new art of portrat paint
ing, van Eyck included extreme
detaik like the beginning of stubbk
on his subjects chin. His "Man in a
Red Turban} which may be a self
portrait (1433) was the earlieg
known painting in which the sitter
looked at the spectator In one of
the mog celebratd paintings of the
Northem Renaissance "The
Arnolfini Wedding, van Eydck cap
tures surfae appearane and tex-
tures precisey and rendes effecs of
both dired and diffused light.

Van Eyck, "Arnolfini Wedding,"
1434, NG, London. A master of realism, van
Eyck recreated the marriage scene, in minia-
ture in the mirror. Virtually every object sym-
holizes the painting's theme — the sanctity
of marriage — with the dog representing
fidelity and the cast-off shoes holy ground.



BOSCH: GARDEN OF THE GROTESQUE. It's not hard to unde
stard why twentieth-centuy Surrealiss claimed Dutch
painteg Hieronymots Bosc (c. 1450-151% as their patrm
saint The moden artist exploited irrationd drean imagey
but hardy matchel Boschs bizarre imagination

Boschs moralistic paintings suggestd inventive tor-
ment metel out as punishmen for sinners Grotesqe fan
tasy images — sud as hybrid monsters half-human half-
animd — inhabited his weird, unsettling landscapes
Although moden critics hawe been unabk to deciphe his
underlying meaningsit seens clea Bosd believel tha cor
rupt mankind seducd by evil, shoutl suffer calamitos con
sequences

Bosch, detalil, "The Garden of Earthly Delights,"
¢. 1500, Prado, Madrid. Bosch piobobly intended this as an

allegory, waming against the dangers of eroticism. Such dis-
turbing imagery made Bosch a forerunner of Surrealism.

Bruegel, "Hunters in the Snow," 1565, Kunsthis-
torisches Museum, Vienna. Bruegel portrayed peasants both
honestly and satirically.
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BRUEGEL: PAINTER OF PEASANTS.
Flemish painta Pieteg Bruegée the
Elder (pronouncel BROY qgull;
€c.1525-69 was influenced by
Boschs pessimisn and satiric
approach Bruegé took peasanlife
as his subject In his scens of hum
ble folk working, feasting or danc
ing, the satiric edge always
appeared "The PeasanhWedding}
for example features guess$ eatirg
and drinking with gluttonows
absorption Besides elevatirg gene
painting (scene of everydy life) to
the statue of high art, Bruegé al
illustrated proverbs sudc as "The
Blind Leadirg the Blind," with hor-
rific, bestid facid expression typi-
cd of Boschs Biblical scenes

Bruegels mog famous paint
ing, "Hunters in the Snow; came
from a series depictirg mans activi-
ties during the months of the year
His preoccupatin with peasanlife
is shown in the exhaustd huntes
plodding homeward silhouettel
againg the snow Bruegd usd
atmosphert perspectie — from
shap foregrourd to hazy back
ground — to give the painting
depth
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THE GERMAN RENAISSANCE

After lagging behird the innovative NetherlandersGerman artiss began to lead the Northen School In the first quar
ter of the sixteenh century Germars suddeny assimilaté the pictorid advancs of their Southen pees Leonardg
Michelangelo and Raphael Simultaneos with Italy's pe& of artistic creativiy was Germanys own High Renaissance
marked by Griinewalds searimg religious paintings Diirer's technicaly perfed prints and Holbeins unsurpasse por-

traits.

HOLBEIN: PRINCELY PORTRAITS. Hans Holbein the Younge
(1497_1543)is known as one of the greates portraitiss
ever. Like Diirer, he blendal the strengtls of North and
South linking the German skill with lines and precie
realian to the balance composition chiaroscurg sculp
turd form, and perspectie of Italy.

Although bom in Germany Holbein first worked in
Basel When the Reformatim decree churd decoratio
to be "popery' ard his commissios disappearedHol-
bein sough his fortune in England His patron the
humanis¢ schola Erasmus recommendeé him to the
English cleric Sir Thoma More with the words "Here
[in Switzerland the arts are out in the cold" Holbein's
striking talert won him the position of coutt painte to
Henry VIII, for whom he did portraits of the king and
four of his wives

"The Frendh Ambassadors (see p. 32) illustrates
Holbein's virtuoso technique with its linear patternirg in
the Orientd rug and damag& curtain accura¢ textures of
fur and drapery faultles per
spectiwe of the marble floor,
sumptuos enameld color, ard
minute surfae realism The
objed in the foregroun (a dis-
torted skull) and numerots
scholary implemens show the
Northem penchahn for symbolc
knickknacks Holbein depictel
faces with the sane accurayg as
Diirer but with a neutrd expres
sion characteristi of Italy rathe
than the intensity of Diirer's
portraits Holbein's exquisie
draftsmansip sd the standad
for portraits the mog impor-
tant form of painting in Englard
for the next three centuries

Diirer, "Four Horsemen of the Apocalypse,"
¢. 1497-98, woodcut, MMA, NY. Diirer used fine,

engravinglike lines for shading. In this doomsday
vision, the fiaal Four Horsemen — war, pestilence,
famine, aad death — trample humanity.

DURER: GRAPHIC ART. The first Northemn artig to be al a
Renaissane man Albrecht Diirer (pronouncd DEWR
er, 1471-1528 combinal the Northem gift for realian
with the breakthrough of the Italian RenaissanceCalled
the "Leonard of the North" for the diversity of his
interests Diirer was fascinate with natue ard did accu
rate botanicad studies of plants Believing art shoul be
basa on carefd scientific observation he wrote, "Art
stand firmly fixed in nature and he who can find it
there he has it." This curiosity led, unfortunately to his
demise as he insisted on trampirg through a swanp to
seethe body of awhale ard caugh a fatd fever
Diirer took as his missim the enlightenment of his
Northem colleagus abou the discoveris of the South
He publishal treatise on perspectie and ided propor
tion. He aloo assumd the mantk of the artig as cultivat
ed gentleman-scholarraising the artists statue from
mere craftsma to nea prince He was the first to be fas
cinated with his own image leaving a series of self-por
traits (the earlie$ done when
he was 13). In his "Self-Por
trait" of 1500 he paintal
himsef in a Christ-like pose
indicating the exalted statis
of the artist, not to mention
his high opinion of himself
What assuré Diirer's
reputaticn as the greates
artig of the Northem Renais
sane was his graphic work.
Before Diirer, woodcus were
primitive studies of black
and white contrasts He
adaptel the form-creating
hatchirg of engravimg to the
woodcut achievirg a sliding
scak of light and shade Like
an engravey he usal den®
lines to rende difference in
texture and tone as subtk as
any oil painting Diirer was
the first to use printmakirg as
a maja mediun for art



MAKING PRINTS: THE INVENTION OF GRAPHIC ARTS

One of the most popular (and still affordable ) forms of art collectin g in recent years has been limited-editio n

prints , each signed by the artist who oversees the reproductio n process. The art of printmakin g first flow -

ered during the Northern Renaissance .

WOODCUT

The oldest techniqu e for making prints (long known in China) was the woodcut , which originate d in Ger-
many about 1400. In this method, a design was drawn on a smooth block of wood, then the parts to
remain white (called "negativ e space") were cut away, leaving the design standin g up in relief. This was
then inked and pressed against paper to produc e thousand s of copies sold for a few pennies each. For the
first time, art was accessibl e to the masses and artists could learn from reproduction s of each others' work.
Once printin g with movabl e type was developed around the mid-fifteent h century, books illustrate d with
woodcut s became popular .

Woodcut s reached a peak with Durer but were gradually replaced by the more flexibl e and refined
method of engraving . In Japan, the colore d woodcu t was always very popular. In the late nineteenth and
early twentiet h centurie s in Europe, the woodcu t enjoyed a revival, with Munch, Gauguin, and the German

Expressionist s adoptin g the medium for its jagged intensity .

ENGRAVING

Begun about 1430, engravin g was a techniqu e opposit e to the woodcut' s raised
relief. The method was one of several in printmakin g known as intaglio (ink trans-
ferred from below the surface), where prints are made from lines or crevices in a
plate. In engraving , groove s were cut into a metal (usually copper) plate with a
steel tool called a burin. Ink was rubbed into the grooves, the surface of the plate
wiped clean, and the plate put through a press to transfer the incise d design to
paper. Forms could be modeled with fine-hatche d lines to suggest shading . This
techniqu e flowere d in the early sixteenth century with Diirer, whose use of the burin
was so sophisticated , he could approximat e on a copper plate the effects of light
and mass achieved by the Dutch in oil and Italians in fresco.

Graphic arts technique s that became popular in later centurie s includ e DRY-
POINT, ETCHING, LITHOGRAPHY, and SILKSCREENING (see p. 109).

Diirer, "Saint Jerome," 1514, engraving, MMA, NY. Through
straight and curved hatching and crosshatching, Diirer depicted light
streaming through bottlfrgloss windows, casting accurate shadows.

THE RENAISSANCE

OTHERS IN THE GERMAN
RENAISSANCE

Besides Durer and Holbein, notable artists
were Matthias GrOnewald (c. 1480-1528)
and Albrecht Altdorfer (1480-1538).
Grunewald' s masterpiece , "The Eisenheim
Altarpiece, " shows the horror of the Crucifix -
ion and glory of the Resurrectio n in a tableau
of overwhelmin g power. Altdorfer , representa -
tive of the Danube Style, known for its moody
landscapes , is credite d with the first pure land-

scape paintin g in Western art.
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MANNERISM AND THE LATE RENAISSANCE

Betwee the High Renaissarneand the Baroque from the deah of Raphakin 1520 until 160Q art was at an impasse
Michelangeb and Raphaéhad been called "divino." Kings beggel them for the slightes sketch All problens of repre
sentirg reality had been solvad and art had reachd a ped& of perfection and harmony So wha now?

The answer repla@ harmoty with dissonancereasam with emotion and reality with imagination In an effort to be
original, Late Renaissangeor Mannerist artiss abandond realisn basel on observatio of nature Strainirg afte novel
ty, they exaggerate the ided beauy represente by Michelangeb and Raphael seekig instability insteal of equilibrium

The times favorel sud disorder Ronme had been sacke by the Germars ard Spaniard ard the church had lost its
authority during the Reformation In the High Renaissancewhen times were more stable picture compositiors were
symmetrich and weightal toward the center In the Late Renaissangecompositios were oblique with avoid in the cen
ter and figures crowded arourd — often cut off by — the edge of the frame It was as if world chas ard loss of a unify-
ing faith ("The cente canna hold," as W. B. Yeas later saig mace paintings off-balan@ ard diffuse

The name "Mannerismi camne from the Italian term "di maniera; meanirg a work of art done accordimg to an
acquira style rathe than depicting nature Mannerig paintings are readily identifiable becaus their style is so pre-
dictable Figures writhe and twist in unnecessgrcontrappostoBodies are distorted — generaly elongate but some
times grossy muscular Colors are lurid, heightenig the impressia of tension movement and unred lighting.

Notable Manneriss were Pontorno and Ros® (see sidebar) Bronzing whose precious elegan portrait feature
long necks and sloping shoulders Parmigiano whos "Madonra with the Long NecK' displayel similar physica distor
tions, ard Benvenud Cellini, a sculpta and goldsmih known for his arrogan autobiography

LIFE ON THE EDGE

Mannerists deliberately cultivated eccentricity in their
work. Some were equally odd in their private lives.
Rosso, who lived with a baboon, was said to have dug
up corpses, fascinated with the process of decomposi-
tion. His canvases often had a sinister quality, as when
he painted St. Anne like a haggard witch. On seeing
one of his macabre works, a priest ran from the room
shrieking the painter was possessed by the devil.
Pontormo was certifiably mad. A hypochon-
driac obsessed by fear of death, he lived alone in an
especially tall house he had built to isolate himself. His
garret room was accessible only by a ladder that he
pulled up after himself. His paintings showed this
hizarre sensibility. The perspective was irrational and
his colors — lavender, coral, puce, poisonous green
— unsettiing. His figures often looked about wildly,

as if sharing their creator's paranoid anxiety.



THE SPANISH RENAISSANCE

The mod remarkabé figure of the
Renaissane working in Spah was
the painte El Grem (1541-1614)
Born in Crete (then a possessio of
Venice) he receival his first train-
ing in the flat, highly patterne
Byzantire style. After coming to
Venice, he appropriate Titian's
vivid color and Tintorettos dramat
ic lighting and was al® influenced
by Michelangelo Raphael and the
Manneriss in Rome His red nane
was Domenikes Theotocopoulos
but he was nicknamel "The Greek
and went to Toledo to work when
abou age 35.

At the time, Span was in the
grip of a religious frenzy, with the
Counte Reformation ard Inquisk
tion holding sway Many of El
Grecos surreal] emotionaly intens
paintings reflected this climate of
extreme zealotry

A supremey self-confiden
artist, El Grem once sad Michelan
gelo couldnt paint and offered to
revanp "The Lag Judgment. He
also said he deteste walking in
sunlight becaus "the daylight
blinds the light within." The mog
striking characteristi of his paint
ings comes from this inner light. An
eerie unearthy illumination flickers
over the canvasesmaking his style
the mog origina of the Renais
sance

Critics hawe disputel whethe
El Grem should be considerd a
Mannerist sone claim he was too
idiosyncratt to be classified His art
manifestel certan undeniabé Man-
nerig attributes sud as an unnatu
ral light of uncertan origin and
harsh colors like strorg pink, acid
green and brilliant yellow ard blue
His figures were distorted and
elongatel — their scak variabe —
and the compositiors full of
swirling movement Like the Man-
nerists El Grem — in his religious

El Greco, "Resurrection," ¢. 1597-1604, Prado,
Madrid. Many characteristics of it Greco's late, mystical style
are evident here: immensely long bodies, harsh light as if
from a threatening storm, strong colors, twisted figures,
sense of movement, and intense emotionalism.

paintings althoudh not his portraits
— card little for accuratey repre
sentirg the visud world. He pre-
ferred to creat an emotion-lade
vision of celestid ecstasy

THE RENAISSANCE

BEAUTY SECRETS OF THE
SPANISH LADIES

Ridiculously elongated hands and slender figures
were a hallmark of Mannerism. The fingers in on El
Greco painting are characteristically long, thin, and
expressive. Spanish ladies of the time so admired
refined hands thot they tied their hands to the top
of the bedstead at night to moke them pale and

bloodless.
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BAROQUE: THE ORNATE AGE

Baroqle art (1600-1750 succeede
in marrying the advance tech
nigues and grand scak of the
Renaissaneto the emotion intensi
ty, and drama of Mannerism thus
making the BaroqgLe era the mog
sumptuos and ornak in the histoty
of art While the term "baroqué is
often usel negativey to mea over
wrought and ostentatiousthe sev
enteenh centuy not only producel
sud exceptiond artistic geniuse as
Rembrand and Velazque but
expandéd the role of art into every
day life.

Artists now termed as Baroqte
canme to Rome from all of Europe to
study the masterpiece of Classich
antiquity and the High Renaissane
then returnal to their homes to give
what they learnal their own particu
lar culturd spin. Jug as seven
teenth-centuwy coloniss followed
the sixteenth-centur explorers so
too did thes artiss build upon pag
discoveries While styles rangal
from Italian realisn to Frend flam-
boyance the mog comma elemen
throughou was a sensitiviy to and

absolue mastey of light to achiewe
maximum emotiond impact

The Baroque era bega in
Rome arourd 1600 with Catholic
popes financing magnificent cathe
drals and grand works to display
their faith's triumph after the
Counte Reformation and to attrad
new worshipes by overwhelming
them with theatrical "must-seé
architecture It sprea from there to
France where absolue monarcls
ruled by divine right ard spen suns
comparabé to the pharaols to glori-
fy themselves Palacs becane
enchantd environmens$ designel
to impres visitors with the powe
and grandeuw of the king. Wealth
flowing in from the colonies funded
the elaboraé furnishings gardens
and art of showplace like Louis
XIV's Versailles Thoudh just as

Caravaggio, "The Conver-
sion of St. Paul," c. 1601,
Santa Maria del Popolo, Rome.
Although criticized for portraying
holy figures as common people,
Caramggio's radical style of sharp
light and dark contrasts changed
European art.

Tiepolo, "Apollo Conducts the Bride, Beatrice, to Babarossa of Bur-
gundy," 1751-52 , Residenz Polace, Wiirzburg, Germany. Jiepolo's ceiling fres-
co of gods and heroes floating heavenward showed the vigorous movement and vivid

colors of Barogue art.

opulent as religious art, Frend
paintings had nonreligios themes
derived from Gree&k and Roman
models sud as Poussirs caim land
scaps populatel by pagan deities

In Catholic countries like
Flanders religious art flour-
ished while in the Protestan
lands of northen Europe sud as
Englard and Holland, religious
imagel was forbidden As aresult
paintings tendel to be still lifes, por-
traits, landscapesand scens from
daily life. Patrors of art were not
only prosperos merchans eage to
show off their affluene but middle-
class burghes buying pictures for
their homes as well. From Rem
brandts "Nightwatch; characteris
tic of Northem Baroque art to
Rubenss sensuoushighly colored
panorama typical of Catholic
Baroque art of the periad had a the-
atrical, stage-It exuberane and
drama



ITALIAN BAROQUE

Artists in Rome pioneere the Baroqte style before it spreal to the regd of
Europe By this time, art academis had been establishd to train artiss in the
technique developd during the RenaissanceArtists could expertly represenh
the human body from ary angle portray the mog complex perspective and
realisticaly reprodue almog ary appearanceWhere Baroqte divergead from
Renaissanewas the emphass on emotimn rathe than rationality, dynamisn
rathe than stasis It was as if Barogte artiss took Renaissarefigures and se
them spinnirg like tops Three artists in different media beg representhe
pinnack of Italian Baroque the painteg Caravaggio the sculpta Bernini, and
the archite¢ Borromini.

CARAVAGGIO: THE SUPERNATURAL MADE REAL. The mog origind painte of the
seventeert century Caravaggd (1571-1610 injected new life into Italian
painting after the sterile artificiality of Mannerism He took realisn to new
lengths painting bodies in athoroughy "down and dirty" style as opposel to
pale Mannerig phantoms In so doing Caravaggy secularizd religious art,
making sains and miracles seen like ordinay peopk ard everydg events

Although specializig in large religious works, Caravaggo advocate
"direct paintind' from nature — often it seemeddirectly from the seany
slums In "The Calling of St Matthew; for example the apostle-to-k sits in
a dak pub, surroundd by dandies countirg money when Chrig ordess him,
"Follow Me." A strorg diagon& bean of light illuminates the thunderstruk
tax-collectors expressia ard gestue of astonishment

In "Suppe at Emmaus; Caravaggd showel the momen the apostles
realized their table companim was the resurrectd Chrig as an encountein a
wineshop The disciples pushimy badk chairs and throwing open their arnms
and a bow of wormy fruit abou to topple off the table make the action legp
out of the picture frame envelopimg the viewer in the drama "The Conver
sion of St Paul' demonstrate Caravaggi® ability to see afres a traditiond
subject Othe paintes depictal the Pharise Sau converta by a voice from
heaven with Chrig on the heavery throne surroundd by throngs of angels
Caravaggd showel St Pad flat on his back fallen from his horse which is
portrayel in an explicit rear-em view. The hard focus and blinding spotligh

THE FIRST FEMINIST PAINTER

Caravaggio had many followers, called i tenebrosi" or "the Caravaggisti," who copied his dark tonality and dramatic lighting
in "night pictures." One of the most successful was the Italian Artemisia Gentileschi (1593-1653), the first womon painter
to be widely known and appreciated. A precociously gifted artist who traveled widely and lived an eventful, independent life
rare for a woman in that time, Gentileschi depicted feminist subjects in Caravaggio's style of brilliantly lighted main players
against a plain, dark background.

As a 19-year-old art student, Gentileschi was roped by a fellow pupil and then subjected to a painful and humiliating
trial in which she was tortured with thumbscrews to get her to recant. After her attacker was acquitted, Gentileschi devoted
herself to painting women who wreak violence against men who have wronged them. In "Judith and Maidservant with the
Head of Holofernes," Gentileschi painted the Hebrew heroine (in five different pictures) as on explicit seff-portrait. Lit by a
candle as the single source of light, the painting reeked with menace and terror, as Judith beheaded the lustful Babylonian

general to save Israel.

BAROQUE

THE FIRST BOHEMIAN ARTIST

If Caravaggio, as has been soid, was the first artist
intentionally seeking to shock ond offend, he certainly
succeeded. His contemporaries called him an "evil
genius" and the "anti-Christ of painting," while the Vic-
torian writer John Ruskin accused him of "perpetual...
feeding upon horror and ugliness and filthiness of sin."
Caravaggio's life was as unorthodox as his
art. A hohemian ond rebel, Caravaggio consorted with
the dregs of society. As we know from his lengthy
police record, the surly artist was constantly brawiing in
taverns and streets. After stabbing a man in the groin
over o tennis wager, he fled Rome to escape prosecu-
tion for murder. In chronic trouble with the law, Car-
avaggio wandered from city to city and from one lurid

scandal to another.

Caravaggio was also disdainful of artistic con-
vention and a very vocal opponent of tradition. When
odvised to study Classical models and adhere to Renais-
sance ideals of beauty, he instead hailed a gypsy off
the street, preferring to paint this outcast rather than
an idealized Greek goddess. Many thought he went
too far when, in "Death of the Virgin," he used a
drowned corpse as model for the Virgin, irreverently
representing the Madonna with bare feet and swollen
body, surounded by grieving commoners. Although the
painting was refused by the parish that commissioned
it, the Duke of Mantua purchased it on the advice of
his court pointer, Rubens.

Caravaggio always insisted that back alleys,
mean streets, ond the unsavory folk he found there
were the one true source of art, not rules decreed by
others. After a stormy life, this radical talent died at the
age of 37.
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reved detaik like veins on the attendans legs ard rivets on Sauls armor, while
inessentibelemens disappeain the dak background

Caravaggics use of perspectie brings the viewer into the action and
chiaroscuo engags the emotiors while intensifying the scenes impad
through dramatc light and dak contrasts This untraditiona] theatricé stag
ing focuses a hard light from a single soure on the subjec in the foregrourd
to concentrag the viewers attention on the power of the evert and the sub
ject's responseBecaus of the shadow backgroun Caravaggy favored his
stylewas called "il tenebrosb (in a "dark manner")

Many of Caravaggi® patrors who commissiond altarpiecs refusel to
accep his renditions considerig them vulgar or profane However Caravag
gio's choice of disreputablelower-clas folk as suitabk subjecs for religious
art expressd the Counte Reformatiom belie tha faith was open to all.

To the contemporay Frend painteg Poussin known for his peacefl
scenes Caravaggi was a subversie betraye of the art of painting To the
police, he was a fugitive wanted for murde (see sidebay p. 47). But to majar
artists like Rubens Velazquez and Rembrandt he was a daring innovata
who taugh them how to make religious paintings seen both hyperreh and
overwhelmingy immediate

BERNIN: SCULPTURE IN MOTION.
Gianloreno Bernin (1598-1610
was more than the greates sculpta
of the Baroqe period He was alo
an architect painter, playwright,
composey and theate designer A
brilliant wit and caricaturist he
wrote comedies and opera when
not carving marblk as easiy as clay.
More than ary othe artist with his
public fountains religious art, and
desigrs for St Peter's he left his
mark on the face of Rome

The son of a sculptor Bernin
carved his remarkabé marble
"David" when age 25. Unlike
Michelangelos "David" (seep 13
where the force was pent-up Bernk
ni's capture the momen of maxi
mum torque as he wound up to
hurl the stone Biting his lips from
strain, Bernini's David conveyeal
powe abou to be unleashedcaus
ing ary observe standimg in front of
the statwe to almog want to duck
This dynamic explosiwe enery
epitomized Baroquwe art amnd
involved the viewer in its motion
and emotin by threatenig to burg
its physica confines

Bemini, "The Ecstasy of St. Theresa," 1645-52,
Comoro Chapel, Santo Maria della Vittoria, Rome. Bernini

ment designed to overwhelm the emotions.

fused sculpture, painting, and architecture in a total environ-

"THE ECSTASY OF ST. THERESA."

Bernini's masterpiee — and the

culminatian of Baroqle style — was

"The Ecstay of St Theresa. He

even designel awhole chapé as a

stage sd to show it off, including

painted balconie on the walls filled
with "spectator$ sculpteal in relief.

St. Theres reportedy saw

visions and head voices believing

hersef to hawe been piercal by an

angels datt infusing her with divine

love. She describa the mysticd

experiene in near-erot¢ terms

"The pain was so greda that |

screamd aloud but at the same

time | felt sudh infinite sweetnes
tha | wishel the pan to lag forever®

Bernini's marble sculptue

representd the sain

swoonirg on a cloud, an

expressim of mingled

ecstay and exhaustio on

her face Since the

Counte  Reformatio

Churd stressd the value

of its membes reliving

Christ's passion Bernin

tried to induce an intense

religious experiene in

worshipers He usd all

the resourcs of operatt

stagecralft creatirg a totd

artistic environmen in

the chapel The saint and

ange appea to be floating

on swirling clouds while

golden rays of light pour

down from avaul of heav

en painted on the ceiling.

The sculptors virtuosity

with textures made the

white marbke "flesh’ seen

to quiver with life, while

the feathey wings and

frothy clouds are equaly convinc

ing. The whole altarpie@ throbs
with emotion drama and passion



ST. PETER'S CATHEDRAL

For most of his life, Bernini worked on commissions for Home's St. Peter's Cathedral.
The focal point of the church '$ interior was Bemini's bronze canopy-altar (known as a
"baldachia") beneath the central dome marking the burial site of St. Peter. Taller than a
ten-story building, this extravagant moaument features four gigantic, grooved, spiral
columns (covered with carved vines, leaves, and bees) that seem to
writhe upward like corkscrews. The ensemble, including four colossal
bronze angels at the comers of the canopy, is the essence of Baroque
style. Its mixture of dazzling colors, forms, ond materials produces an
overwhelming and theatrical effect of imaginative splendor.

For a climactic spot at the end of the church, Bemini designed
the Cathedra Petri, another mixed-media extravaganza to enshrine the
modest wooden stool of St. Peter. The sumptuous composition includes
four huge bronze figures supportiag — almost without touching it—
the throne, which is enveloped by flights of angels and billowing clouds.
Everything appears to move, bathed in rays of golden light from a
stained glass wiadow overhead.

Outside the cathedral, Bernini designed the vast piazza aadsur-
rouaded it with two curving, covered colonnades supported by rows of
four columas abreast. Bernini planned arcades flanking the huge oval
space to be like the Church's maternal, embracing arms, welcoming pil-
grims to St. Peter's.

BORROMINI: DYNAMIC ARCHITECTURE. What Caravaggd did for painting
Franceso Borromin (1599-1667 did for architectureJug as the painters
spotlightal subjecs seen to legp out at the viewer, Borromini's undulatirg
walls creat a seng of beirng strobe-lit The highly origind work of both artiss
revolutionizeal their respectie fields.

Borromin was a rebellious emotionaly disturbel geniws who died by
suicide The s of a mason he worked first as a stonecutte unde Bernini,
who later becane his arch-rival But, while Bernin employel up to thirty-nine
assistarg to execue his hastily sketche designs the brooding withdrawn
Borromini worked obsessivel on the mog minute decorative details He
rejecta countless ideas before saying"questo! (this one when he finally set
tled on a choice

Even in buildings of modes$ dimensions Borromini combina never
before-linkel shaps in a startling fashion The odd juxtaposition of concae
and conve surface mack his walls seen to ripple. Indeed this quality ard his
complex floor plans hawe been compare to the multiple voices of a Bach
organ fugue both designd to produe a moad of exaltation

Despit the bold elasticiy of Borromini's buildings the structure were
unified and cohesive The scallope walls of St Ivo's Churd in Rome contin
uousl tape to the top of a fantastc six-lobed dome with the domes frame
being identicd to the shape of the walls belov — an organt patt of a whole,
as oppose to a separag Renaissaredome sdé upon a supportirg block The
variety of curves and counter-curve typicd of Borromini's work can be sea
in San Carlo alle Quattio Fontane whetre the serpentie walls seen in motion

BAROQUE 49

Aerial view of the piazza, St. Peter's Cathedral, Rome.

Borromini, facade, San Carlo alle Quatiro

Fontane, 1665-67, Rome. Borromini's trademark was
alternating convex and concave surfaces to create the illusion
of movement.
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FLEMISH BAROQUE

The southen Netherlandscalled Flandes ard later Bel-
gium, remaina Catholic after the Reformation which
gawe artiss ampk incentive to produe religious paint
ings. The stoly of Flemish Baroqte painting is really the
story of one man Sir Pete Pau Rubers (1577-1640)

"A prince of paintes and a painte of princes| an
English ambassadwosad of Rubens He led a charmel
life, which took him to all the courts of Europe as both
painta and diplomat He was truly a Europea rathe
than regiond painter working for rulers of Italy, France
Spain and Englard as well as Flanders As aresult his
work perfecty synthesizd the styles and conceps of the
Souh ard North.

A rare creative geniws who had it all, both worldly
succes and persond happinessRubers was outgoing
classicaly educatedhandsomevigorous and well trav-
eled He spoke six language fluently and had inex-
haustibe stamina A visitor to Rubenss studo recalled
the maesto painting a picture while listening to Ovid in
the origind Latin, carrying on alearnal conversationand
dictating aletter — all at the same time. As one patrm
said "Rubers had so mary talens tha his knowledg of
painting shout be considerd the lead of them?

Energy was the secre of Rubenss life ard art His
outpu of more than 2,00 paintings was comparabg only
to Picasso'sHe was swampe& by commissionswhich
made him both wealthy and renowned He rose each
morning at 4 A.M., and worked nonst until evening
Still, he needel an arny of assistarg to keg up with the
demar for his work. His studio has been compare to a
factory, where Rubers did smal color sketchs in oil of
his conceptim or outlined awork full-size, to be painted
by assistarg (which is how van Dyck gat his start) then
finished by the maste himself

His studb in Antwerp (open to visitors today) still
retains the balcory Rubers designe overlooking his
work area where customes could watch him paint huge
pictures One recalled how Rubers starel at a blank
pand with arms crossed then explodeal in a flurry of
quick brushstroke coverirg the entire picture

RELIGIOUS PAINTING. One painting that createl a sensa
tion, establishig Rubenss reputation as Europes fore-
most religious painter, was "The Descen from the
Cross” It has all the traits of matule Baroqte style the
atricd lighting with an ominousy daik sky and glaringly
spot-lit Christ curvilinea rhythms leadirg the eye to the
centrd figure of Christ ard tragic theme eliciting a pow-
erfu emotiond response The English painte Sir Josha
Reynolds called the magnificert body of Chrig "one of

the fineg figures tha eve was invented! His droopirg
head and body falling to the side conveyel the heavines
of deah with intense you-are-thes accuracy

FAT IS BEAUTIFUL. Rubers was probaby beg known for his
full-bodied, sensuhnudes He was happily married to
two women (when his first wife died, he married a 16-
year-old) Both were his ided of feminine beauy tha he
painted agan and again buxom plump, and smiling with
golden hair and luminous skin.

As the art historian Sir Kenneh Clark wrote in The
Nude, skin represerg the mog difficult problem for a
painter Rubens mastey was such he promiseal patrors
"many beautifu nudes$ as a selling point. Whateve the
subject his compositios were always bas& on massive
roundel human figures usually in motion. While mog
painters becaus they revera the Classich style, worked
from plaste cass or antique sculptures Rubers preferrel
to sketdr from living models

HUNTING PICTURES. One characteristt Rubers sharel
with Hals and Velazque was tha his methal of applyirg
paint was in itself expressive Rubenss surgirg brush
strokes mack his vibrarnt colors come alive. Nowhele was
this more eviden than in his hunting pictures agene he
invented



MARIE DE'MEDICI SERIES

Rubens's most ambitious project was a sequence of paint-
ings celebrating the life of the queen of France, Marie
de'Medici, a silly, willful monarch chiefly remembered for
squandering huge sums of money and quarreling inces-
santly with her spouse (she ruled temporarily after he was
assassinated), and for commissioning Rubens to decorate
two galleries with pictures immortalizing her "heroic"
exploits.

"My talent is such," Rubens wrote, "that no
undertaking, however vastinsize... has ever surpassed
my courage." True to his boast, he finished Marie's twen-
ty-one large-scale oils in just three years, virtually without
assistance. Even more difficult, however, must have been
creating glorious epics out of such inglorious raw material.
Here, too, the tactful Rubens was up to the task. He por-
trayed Marie giving birth to her son (the royal heir before

Van Dyck, "Charles | at the Hunt," 1635, Louvre,
Paris. Van Dyck specialized in flattering portraits of elegant
aristocrats, posed informally to give the official portrait new
liveliness.

she had him banished) as a solemn nativity scene. His
panel on Marie's education featured divinities like Minerva
and Apollo tutoring her in music and eloquence.

In "Marie Arrives at Marseilles," the goddess of
Fame heralds the queen's landing in France with golden
trumpets. Rubens diplomatically omitted Marie's double
chin (though in later scenes he did portray her queen-size
corpulence) and concentrated instead on three voluptuous
assistants to Neptune in the foreground, even lovingly
adding beadlike drops of water on their ample buttocks.

Rubens shared the Baroque era's love of pomp,
indicated by the painting's exuberant colors, rich cos-
tumes, and golden barge. He approached his life and work
with vigor. No matter what the subject, he gave his paint-
ings an air of triumph. As Rubens said, "Itis not important
to live long, but to live well!"
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Rubens, "Marie Arrives at Marseilles,"
1622-25, Louvre, Paris. Rubens painted the arrival of
the French queen as a sensory extravaganza spilling over
with color and opulence.

VAN DYCK: THE INFORMAL, FORMAL PORTRAIT. A true child prodigy, Sir Anthory
van Dyck (1599-164) was an accomplishd painte when only 16. For a few
yeass he worked with Rubers in Antwerp but, not conten to play secon fid-
dle, he strudk out on his own, first to Italy and later to Englard to

becone coutt painte to Charles I.
The handsomevain, fabulousy gifted painte was dubbed "il

pittore cavalleresct (painteg who gives himsef fangy airg for his
snobbi® dandyism He was addictal to high sociey and dressd
ostentatiously strutting abou with a sword and adoptirg the sun
flower as his personh symbol Van Dyck was a suprene portraitist
establishig a style noble yet intimate ard psychologicaly penetrat
ing, that influencal three generation of portrat painters

Van Dyck transformel the frosty, official images of royalty
into red human beings In this new kind of portrait he posel aristo
crats and royals in setting of Classicé columrs and shimmerirg
curtairs to convey their refinemen and status Yet van Dyck's ea®
of composition ard seng of arrestel movement as though the sub
jects were pausimg rathe than posing lent humaniy to an otherwise
stilted scene

Anothe reasm for van Dyck's populariy was his ability to
flatter his subjecs in paint all becomimg slim paragoms of perfee
tion, despie eyewitnes accouns to the contrary Charles | was stul
by and plain, but in van Dyck's hands he becane a dashimg cavalie
king, standirg on a knoll like a warrior surveyirg the battlefied
beneah the canopy of atree One trick van Dyck usel to grea
effed was to paint the ratio of heal to body as one to seven as
opposel to the avera@ of one to six. This servel to elongae ard
slenderiz his subject figure.
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DUTCH BAROQUE

Thoudh Holland share its southen
borde with Flanders culturally and
politically the two countries could
not hawe been more different While
Flandes was dominatel by the
monarcly and the Catholc Church
Holland, or The Netherlandswas
an independentdemocratic Protes
tant country Religious art was for-
bidden in the severe whitewashe
churches and the usud source of
patronag — the church royad
court, and nobility — were gone
The resut was a democratizimg of
art in both subjet¢ matte and own-
ership

Artists, for the first time, were
left to the merg/ of the marketplace
Fortunately the prosperos middle
class had a mang for art collecting
One visitor to Amsterdan in 1640

THE STILL LIFE

Dutch still life masters who pioneered the form as a
separate genre were interested in how light reflected
off different surfaces. Heda's "Still Life" counterpoints
the dull gleam of pewter against the sheen of silver or
crystal.

In the eighteenth century, the French painter
Chardin spread the still life art form to the south by
concentrating on humble objects. Nineteenth-century
painters like Corot, Courbet, and Manet used still life
to examine objects' aesthetic qualities. Cezanne, the
Cubists, ond the Fauves employed the still life to
experiment with structure and color, while Italian
painter Morandi concentrated almost exclusively on
still lifes. A photo-realist style oftrompe I'oeil painting
arose in the United States beginning with the Peale
brothers' still lifes, followed by the lifelike “decep-
tions" of Harnett and Peto, up to contemporary
painters like Audrey Flack.

Heda, "Still Life," c. 1636, Fine Arts
Museums of San Francisco.

noted "As For the art off Paintirg

and the affection off the peopk to

Pictures | think nore othe goe beeyom them . . . All in
generalé striving to adorre their houses with costly
pieces! Demarn for paintings was constant Even butch
ers bakers and blacksmitls bouglt painting to decorag
their shops

Sud enthusiam producel a bount of high-qualiy
art and huge numbes of artiss tha specializé in specifc
subjecs sud as still lifes, seascapgsnteriors or animals
In the seventeerit century there were more than 500
paintes in Holland working in still life alone

Dutch ant flourished from 1610 to 167Q Its style
was realistiq its subje¢ matte commonplace But what
macde its creatos more than just skilled technicias was
their ability to captue the play of light on different sur
faces and to suggestexture — from matte to luminous —
by the way light was absorbe or reflected Most of thes
Dutch painters a fairly conservatie crew, are referred to
as the Little Dutchmen to distinguish them from the
three gred masters Hals, Rembrandt and Vermeer who
wernt beyord technicé excellene to true originality.

STILL LIFE. As a gene of painting the still life began in the
post-Reformatia Netherlands Although the form was
considerd inferior elsewhere the seventeent centuy
was the pe& period of Dutch still life painting with
artists achievirg extraordinay realisn in portraying
domestc objects Often still lifes were emblematic as in

"vanitas' paintings with symbok like a skul or smokirg
candEk representig the transiene of all life.

LANDSCAPE. Before the Baroqie erg landscap views were
little more than backgroumn for whateve was going on in
the front of the picture The Dutch establishd landscap
as deservimg of its own artistic treatment In contras to
France where Poussn and Clauce focuseal on an ideat
ized nature the grea Dutch landscap artists suct as
Aelbett Cuyp, Jacd van Ruisdael and Meindet Hobbe
ma, treatel nature realistically often sd agains$ towering
clouds in agred sky.

RUISDAEL: "BIG SKY" PAINTINGS. The mog versatik land

scape artig was Ruisdaé (1629-82) Although he painted
sharpy defined details he emphasizé gred open stretch
es of sky, water, and fields and used dramatc contrass of
light and shadav and threatenimg clouds to infuse his
work with melancholy This expansivenesand sombe
mood distinguishel him from hundred of othe land
scafe artiss working at the time.



HALS: MASTER OF THE MOMENT.
Frars Halss (1580-1666 contribu
tion to art was his ability to captue
a fleeting expression Whethe his
portraits depictel musicians gyp-
sies or solid citizens he brough
them to life, often laughing and
hoisting a tankard His trademak
was portraits of men and women
caugh in a momen of rollicking
high spirits

Hals's mog famouws painting
"The Laughirg Cavalier, portrays
a sly figure with a smile on his lips,
a twinkle in his eyes and a mus
tache rakishly upturned Hals
achieval this swashbucklig effed
chiefly through his brushstrokes
Before Hals, Dutch realiss prided
themselve on maskirg their strokes
to disgui® the proces of painting
therely heightenimg a paintings
realism Hals put his own "sigha
ture" on his images throudh slash
ing, sketchlile brushstrokes

In this "alia prima," tech
nique, which mears "at first" in
Italian, the artist applies paint
directly to the canva without an
undercoat The painting is complet
ed with a single applicatian of
brushstrokes Although Hals's
strokes were clearly visible at close
range like Rubenss and Velaz
quez's they formed coheremn images
from a distane and perfecty cap
tured the immediay of the
moment Hals caugh his "Jolly
Topet' in afreeze-frame of life, with
lips partel as if abou to spe& and
hard in mid-gesture

Hals transforme the stiff con
vention of grouwp portraiture In his
"Banqud of the Officers of the
Saint Georg Guard Company,; he
portrayed militiamen not as fighters
but feastes at an uproariots ban
guet Before Hals, artist tradition
ally painted group membes asin a
class picture lined up like effigies in
ned rows Hals seatd them arourd

a table in relaxed poses
interactirg naturally with
ead facid expressia indi-
vidualized Although the
scere seens imprompty
the composition was a bat
ane of poses ard gestures
with red-white-and-blak
linkages The Baroque
diagonas of flags sashes
and ruffs reinforca the
swaggering boys-night
out feeling

Hals's  outgoing
merry portraits of the
16205 and '30s reved his
gift for enlivening rathe
than embalming a subject
Sadly at the end of his life,
Hals fell from favor.
Although he had been a
successfl portraitist the love of
wine and bee his paintings celebrat
ed spilled over into his personélife.
With ten children and a brawling
secomr wife who was often in trou-
ble with the law, Hals, "filled to the
gills evely evening, as acontempe
rary wrote, died destitute

BAROQUE 53

Hols, "The Jolly Toper," 1627, Riksmuseum, Amster-
dam. Hals used sweeping, fluid brushstrokes to freeze the
passing moment in candid portraits of merry tipplers.

Ruisdael, "Windmill at Wijk-bij-Duurst-
ede" c. 1665, Riksmuseum, Amsterdam. Ruis-
doel's landscapes convey a dramatic mood through
the wind-raked sky, mobile clouds, and alternating
sun and shadow streaking the low horizon.
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REMBRANDT: THE WORLD FAMOUS. Probaby the best
known painte in the Westen world is Rembrand van
Rijn (1606-69) During his lifetime, Rembrand was a
wildly successfuportrat painter Today his reputatim
ress principally on the probing introspectie paintings of
his late years their subtle shading implying extraordi
nary emotion& depth

EARLY STYLE. For the first twenty yeass of his careey Rem
brandts portraits were the heigh of fashion and he was
delugal with commissions Although his outpu was pro-
lific, he was difficult to ded with. "A painting is fin-
ished; he said "when the maste feek it is finished
Customes often resortel to bribety to receiw their por-
traits on time. During this prosperos period Rembrand
also paintead Biblical and historicd scens in a Baroqte
style Thee intricately detailed works were lit dramatical
ly, with the figures reactirg melodramatically

LATE STYLE. The yea of "The Nightwatch! 1642 markel
a turning point in Rembrands career His dearly loved
wife died prematurey (they had alread lost three chil-
dren in infancy) and he increasingy abandond facile
portraits with Baroqte flourishes for a quieter deepe
style. In his mature phase Rembrands art becane less
physical more psychological He turned to Biblical sub
jects but treatal them with more restraint A palete of
reds and browns came to dominat his paintings as did
solitary figures and a pervasie themne of loneliness He
pushel out the limits of chiaroscuro using gradatiors of
light and dak to convey mood characterand emotion

ETCHING. Rembrand is considerd the mogs accomplishd
etche ever He handla the needk with sud skill and
speed his etching convey the spontaneiy of a sketch
One of his best-know etchings "Six's Bridge," aland
scape was sad to hawe been dore betwea course dur-
ing dinne when a servan dashe to a nearly village to
fetch mustard

EARLY STYLE, c. 1622-42

Used dramatic light/dar k contrast s
Design seemed to burst frame
Scenes featured group s of figure s
Based on physical action
Vigorous , melodramati ¢ tone Quiet, solemn mood

Highly finished , detailed techniqu e

LATE STYLE, c. 1643-69

Static, broodin g atmospher e
Scenes simplifie d with singl e subject
Implied psychologica | reaction

Painted with brood, thick stroke s

Nightwatch. "Jhe Nightwatch," an example of his early style, shows Rem-
brandt's technical skill with lighting, composition, and color that eared it the
reputation as one of the world's greatest masterpieces.

Jhe painting was erroneously believed to be a night scene because of
the darkened varnish that coated it. After cleaning, it was evident the scene
took place in the day, at the dramatic moment the larger-than-life captain at
center gives his militia company its marching orders.

Like Hals, Rembrandt revolutionized the cliched group portrait from
stiff, orderly rows to a lively moment of communal action, giving a sense of
hectic activity through Baroque devices of light, movement, and pose. Jhe cap-
tain and lieutenant seem on the verge of stepping into the viewer's space,
while contrasting light flashes and dark background keep the eye zig-zagging
around the picture. The crisscrossing diagonals of pikes, lances, rifles, flag,
drum, and staff make the scene appear chaotic, but—since they converge at
right angles — they are part of a hidden geometric pattern holding everything
together. Color harmonies of yellow in the lieutenant's uniform and girl's dress
and red sash and musketeer's uniform also unify the design.

According to legend, since each member of the company had paid
equally to have his portraitimmortalized, Rembrandt's obscuring some faces
appalled the sitters and marked the beginning of his decline from favor. A stu-
dent of the painter wrote that Rembrandt paid "greater heed to the sweep of
his imaginahon than to the individual portraits he was required to do," yet
added that the painting was "so dashing in movement and so powerful" that
other paintings beside it seemed "like playing cards."

Rembrandt, “The Nightwatch," 1642, Riksmuseum, Amsterdam.

Used golden-brow n tones, subtle shading



PAINTINGS. Rembrands techniqwe evolved from attentimn
to minute detal to large-scaé subjecs given form
throudh broad thick smudgs of paint His first biogra
phe wrote, "In the lag yeas of his life, he worked so fag
that his pictures when examinel from close by, looked as
if they had been daubel with a bricklayers trowel." He
almog carvel with pigment laying on heawy impasb
"half a finger' thick with a palete knife for light area
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and scratchimg the thick, wet paint with the handk of the
brush This createl an uneven surfa@ that reflectad ard
scatterd the light, making it sparkle while the dak are®
were thinly glazed to enhane the absorptim of light.

Rembrands only known commen on art was in a
letter, where he wrote that he painted "with the greates
and mog deep-seai emotion” The reg of his remark
able contributian to art he left on the canvas

SELF-PORTRAITS

Rembrandt's nearly 100 self-portrait s over the course of forty years were an
artisti ¢ exploratio n of his own image that remained unique until van Gogh. The
self-portrait s ranged from a dewy-eyed youth to an old man stoicall y facing his
own physical decay. In between were brightly lit portraits of the affluent,
successfu | entrepreneur , dressed in furs and gold. Later, the distinction s
between light and shadow became less pronounce d as he used chiaroscur o to

find his inner being.

Comparing an early and late self-portrai t shows the change from fine
detail to holder strokes. In the first, done when Rembrandt was about 23, he
used Caravaggesqu e lighting , with one side of the face in deep shadow. He
paid as much attention to superficia | costum e detail (see the rivers on his iron
collar) as to character traits. In the later self-portrait , when Rembrandt was

54, the inner man was the focus, conveyed throug h freer applicatio n of paint.
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VERMEER: MASTER OF LIGHT. Called
the "Sphinx of Delft" becaus of
the mystey abou his life, the
painte Johanns Vermee (1632—
75) is now considerd secom only
to Rembrantl amorg Dutch artists
He remainal in his native city of
Delft until he died bankrupg at the
age of 43, leaving a widow and
eleven children His surviving paint
ings are few, only thirty-five to forty.
Perhap he neve painted more for
no painte until Ingres worked so
deliberately

And no painta excep per
haps van Eydck was as skillful as Ver-
meg in his masterfl use of light.
While other artists useal a gray/
green/brow palette Vermeers col-
ors were brighter, purer, ard glowed
with an intensiy unknown before

Besides his handlirg of color
and light, Vermeers perfecty bal
ancel compositiors of rectangula
shape lend sereniy and stability to
his paintings A typicd canva por-
trays a neat spae room lit from a
window on the left and a figure
engrossd in a simple domestt task
But wha elevats his subjecs abowe
the band is his keen representatio
of visud reality, colors perfectly true
to the eye and the soft light that
fill s the room with radiance His
pictures contahn no centrd anec
dote, passion or event The soft,
buttely — almog palpabk — light
roamirg over variouws surface is his
true subject

Vermeg usal a "camem
obscurd to aid his accurag in
drawing This was a dak box with a
pinhole openirg tha could projed
an image of an objed or scere to be
traced on a sheé of paper Yet Ver-
meea did not merely copy the out
lines of a projectal scene His han
dling of paint was also revolution
ary. Although in reproductia the
brushstrokes appea smooh and
detailed Vermee often applied

paint in dabs and pricks so
that the raised surfae of a
point of pairnt reflected more
light, giving vibrangy and a
sen® of rough three-dimen
siond texture His techniqe
was close to the pointillism of
the ImpressionistsOne critic
describe his paint surfae as
"crushed pears melted
together:

In "The Kitchenmaid?
his methal of defining forms
not by lines but by bead of
light was evident especialy
arourd the rim of the milk
pitcher, a mosat of paint
daubs Vermeea was also a
maste of varying the intensity of
color in relation to an objects dis-
tance from the light source The
crust breal picks up the stronges
light and reflecs it, throudh precie
touches of impasb (or thickly
applied paint). Almost too attentiwe
to detail Vermeer to avoid
monotory on the whitewashd wall,
even adds stains holes and a nail.
The compositio is so balance ard
cohesie that removirg just one of
the elemens would threate its sta

Vermeer, "The Kitchenmaid," ¢. 1658, Riksmuseum,
Amsterdam. Vermeer's true subject was light ono' its effect
on color and form.

bility. Although the painting is
devoid of dramatt incident the
maid's utter absorptio in her tak
gives her work an air of majesty As
one critic sad of Vermeer "No
Dutch painte evea honorel woman
as he did."

WHO WERE THE OLD MASTERS?

Beside s the group portrai t on the Dutch Masters cigar box, is there any agreement on which painters compris e
the auction category "Old Masters" ? It's actually a flexibl e concept — rather than an explicit listing — of
notabl e painters from the Renaissanc e and Baroque periods . The followin g are some of the main artists sure to

top anyone's list of Old Masters.

Bellini Correggi 0
Bosch Durer
Botticell i El Greco
Bruege | Giorgion e
Canaletto Hals
Caravaggi o Holbein
Carracci La Tour
Claude Leonard 0

Masaccio Tintorett 0
Michelangel o Titian
Poussi n Van Dyck
Raphael Van Eyck
Rembrand t Velazquez
Reni Vermeer
Rubens Veronese
Tiepol o Zurbard n




ENGLISH BAROQUE

The seventeerit centuy was a perk
od of upheavé in England with
Charles | losing his head Cromwel
destroyirg churd art, and Parlia
mernt seizirg power While in litera
ture the 160Gs was an era of extraor
dinary creativity (Shakespeare
Donne Milton), the visud arts in
Englard laggel far behind Since
religious art was forbidden in Puri
tan churche and the tase for
mythologicd subjecs neve caugh
on, English art was limited almog
exclusivel to portraits In the past
Englard had imported its paintes
(Holbein and van Dyck). Now, for
the first time, it produce three
importart native artists Hogarth
Gainsboroughand Reynolds

HOGARTH: THE ARTIST AS SOCIAL
CRITIC. "I hawe endeavord to trea
my subjecs as a dramatc writer; my
picture is my stage’ wrote the
painter/engrave William Hogarh
(1697-1764) Influenced by con
temporay satiriss like Fielding and
Swift, Hogarth invented a new
genre — the comic strip — or a
sequene of anecdothpictures tha
poked fun at the foibles of the day.
The masss bough engraving
basal on thes paintings by the
thousand as Hogarh becane the
first British artist to be widely
admired abroad

Hogarths lifelong crusa@ was
to overcome Englands inferiority
complex ard worshp of continenta
artists He criticized the Old Mas
ters as having been "smokel into
worth" by time, and therely ren
deread nearly indecipherable he
denounced fashionabé portrait
paintes as "face painters" In his
portraits he refusal to prettify the
subject believing tha irregularities
reveale character Commissionsas
a result were few, which led him to

BAROQUE 57

Hogarth, "Breakfast Scene," from Marriage a la Mode, c. 1745, NG, London . Hogarth is best known for satirical

pictures poking fun at English society.

discove his true calling — satiricd
prints.

When Hogart was still a boy,
his schoolmaste fathe had been
imprisona for debt an experiene
that permanenty marked the
painter In his series The Rakes Pro-
gess Hogarh candidly shows the
seany side of life, exposirg the
deplorabé conditiors of debtors$
prison and Bedlam hospitd for the
insane Hogarh could also be con
sideral the first political cartoonist
He drew his targes from the whole
range of society satirizing with
equd aplonb the idle aristocracy
drunken urban working clas (a first
in visud art), and corrupt politi-
cians

Hogarths series Marriage ala
Mode ridiculed a nouvea riche
bride wed to a dissolug viscour in
a marriage arrange to improve the
socid standirg of the former and
bark accoun of the latter. As Ho-
garths friend, Henry Fielding wrote
in the comic novd TomJones,"His

desigrs were strictly honorable as
the phra® is; tha is, to rob alady of
her fortune by way of marriage"
Hogarth used mary smal
touches to sugges the storyline of
his paintings In "Breakfa$ Scene;
a bride coyly admires the groan her
fathers dowry has purchasedwhile
the dissheveld noble looks gloomy,
hung over, or both The clock, with
its hands pad noon suggess a
sleeples night of debaucheryfur-
ther indicated by the cards on the
floor, overturna chair, and broken
sword The lace cap in the aristo
crats pocke hints at adultery
Uncompromisiig honesy
tinged with humao were the hall-
marks of Hogarths art. He once
sad he would rathe haw "checkal
the progres of cruely than been the
autha of Raphael [paintings]”
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HOW TO TELL THEM APART

GAINSBOROUGH AND REYNOLDS: PORTRAITS OF THE UPPER CRUST.
Two contemporaneous portrait painters of the era were Thomas Gainshorough (1 727-88) and Sir
Joshua Reynolds (1723-92). Both were highly successful, painting thousands of elegant, full-length
portraits of the British aristocracy. Their works often hang side by side in art galleries, easily confused
because of their common subject matter. In many ways, however, they defined the distinction between

il and formal.

Easy-going, often overdue with commissions

(wrote “pointing and punctuality mix like oil and vinegar")

Naive, spontaneous, exclaimed to sitter:
"Madame, is there no end to your nose?"

No intellectual pretensions or ambitions,
loved nature, music

Solo act — didn't use assistants

Gainshorough, "Mrs. Richard
Brinsley Sheridan," c. 1785, NG, Casual poses without posturing
Washington. In Gainshorough's fashion-
able portraits, the sitter posed informally Natural setting, landscape background
with a landscape background.

Sitters in contemporary dress

GAINSBOROUGH: BACK TO NATURE. Gainsboroug wor-
shipad van Dyck. He learnal from the maste how to
elongae figures to make them seen regd ard sd them in
charmingly negligen poses to make them seen alive.
Gainsboroud refreshd British art with his loving por-
trayd of landscap backgroundsHe painted landscaps
for his own pleasure constructig miniature scens in his
studio of broccoli, sponges and moss to simulae
unspoiled nature Thes did not sell, so Gainsboroup
had to contert himsef with insertirg landscap back
grounds in his portraits

In "Mrs. Richad Brinsley Sheridan’ his subjed
was dressd informally, seate on arock in a rustic settirg
(the painte wished to add sheg for a more "pastoratl
air). The naturd beauy of both the landscap ard subjec¢
harmoniz perfectly The framing tree at right arcs into
the painting to lead the eye back while the curves of
clouds ard mid-grourd treg shrubs hills, and skirt bring
the focus bad to the sitters face This Baroque swirl of
encircling eye movemenm repeas the ovd of her face

The leafy look of Gainsborougls paintings helpal
establi® the concept taken up in earnes by nineteenth
centuly paintes like Constable that natue was a worth-
while subjet for art

Hard-working, careful businessman,
complete professional

Consummate gentleman/scholar, at home
in most genteel social circles

Well educated in classics, England's first
art theorist

Employed assistants and drapery painters Reynolds, "Jane, Countess of
Harrington," 1 777, Henry E. Hunt-
ington Library and At Gallery, San Mari-
no, CA. Reynolds idealized his subjects,

converting them to Classical deities.

Aimed at "senatorial dignity" in portraits
Antique props: ums, pedestals, columns

Sitters in character as goddesses, saints

REYNOLDS: HOMAGE TO ROME. Testimory of Reynold
devotion to the Grard Tradition is that he went ded from
spendim too much time in the frosty rooms of the Vati-
can while sketchimg the Raphaed tha hung there While
on the continent he aloo caugh alifelong dos of "forum
fever,' thereafte littering his portraits with Roman relics
and noble poses His dilemma was that, althoudh he
could g rich at "face painting; only history paintes
were considerd poet amorg artists Reynold tried to
combire the two genres finding fault with Gainsboroup
for painting "with the eye of the painter nat the poet”

Reynolds was a champim of idealizing reality. In
separag portraits both he and Gainsboroud did of the
actres Mrs. Siddons Gainsborouf showel her as a
fashionabé lady, while Reynold portrayel her as a Tragic
Muse enthronel betwea symbok of Pity and Terror. He
so idolized such mastes as Raphael Michelangelq
Rubens and Rembrantl he even paintel his self-portrat
costumel as the latter.

His portraits succeede in spite of his pedantc self
"Damn him! How various he is!" Gainsboroug
exclaimal of this artis who could pairt imposirg military
heroes genteé ladies and playful children with equd
skill. Ironically, in his beg portraits Reynold ignored his
own rules Insteal of idealizing what he termed "deficien
cies and deformities’ he relied on an intimate dired
style to captue the sitters personality



THE ROYAL ACADEMY AND
THE GRAND MANNER

Modeled on the French Academie Royale, the British
Royal Academy of Arts was founded in 1 768 with Sir
Joshua Reynolds os its first president. In his fifteen
"Discourses" over the course of twenty years,
Reynolds preached a strict code of rules based on Clas-
sicism. Artists were required to uphold the Grand Man-
ner, "the beau ideal of the French," Reynolds said,
portraying heroic figures in idealized settings with
ancient Roman trappings. The painting of serious, his-
torical scenes was the favored subject. Yet since
Reynolds made his living by portraits, he allowed this
genre into the official canon, as long as sitters did not
wear contemporary clothing. (Nude figures, however,
were acceptable.) The idea was to improve upon
nature, wiping out any “individual facial peculiarities"
and purging the background of "grosser elements of
ordinary existence.” In his own work, Reynolds imitat-
ed Greek and Roman art, often modeling his subjects
on gods and goddesses.

For 100 years, the Academy wielded
unmatched authority. By the late nineteenth century,
however, it was perceived as an anachronism that
enshrined mediocrity and opposed progressive art. The
novelist George Moore wrote in 1898, "that nearly all
artists dislike and despise the Royal Academy is a mat-
ter of common knowledge."
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BAROQUE ARCHITECTURE: ST. PAUL'S CATHEDRAL. Englands main contributin to
Baroqle architectue was St Pauls Cathedral designe by Sir Christophe
Wren (1632-1723) In fact, Wren designé more than fifty store churche in
London, afea necessitate by the Grea Fire of London in 1666 that
destroyel more than 13,0 houses ard eighty-seva churches
St Pauls was Wren's masterpiee (indeed his remairs are entombe
there) intendal to rival Rome$ St Peter's The projed began inauspiciously
since workers were unabk to demolis the sturdy pillars of the burned church
When blastirg away with gunpowde didnt work, they resortel to a medieva
batterirg ram After aday of "relentles battering, the lag remnans of the old
churd fell and the new churc began to rise — a forty-yea undertaking
Wren was an intellectud prodigy — a mathematicia and astronome
praisal by Sir Isaa& Newton He useal his engineerig skills to desig the
churchs dome secoml in size only to St Peter's Its diamete was 112 feet ard
at a heigh of 365 feet it was highe than a footbal field. The lanten and cros
atop the dome alore weighel 64,0® tons How to suppot sud atremendos
load? Wren's pioneerirg solution
was to contruad the dome as awood
en shel coverd in thin lead He
could then creat a beautifu silhou
ette on the outsice and a high ceiling
in the interior with a fraction of the
weight St Pauls is one of the majar
churche of the world. As Wren's
inscription on his tomb in the gred
cathedrh says "If you se& a monu
ment look arourd you

Wren, St. Paul's Cathedral, West facade,
1675-1712, London.
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SPANISH BAROQUE

Spains maja gift to world art was
Diego Velazque (1599-1660)
Extraordinariyy precocious while
still in his teers he painteal pictures
demonstratig totd technicd mas
tery. At the age of 18, he qualified as
a maste painter On a visit to
Madrid, Velazque did a portrat so
perfed in executio it attractel the
king's attention His first painting of
Philip 1V please the monard so
much he declarel from then on only
Velazque would do his portrait At
the age of 24, Velazque becane the
countrys mod esteemd painte
and would sperd more than thirty
yeass portrayirg the royd court
Like Holbein's Velazquez
royd portraits were masterpiecg of
visud realism but the Spaniards
method were the opposie of Hol-
bein’s linear precision No outlines
are visible in his portraits he creat
ed forms with fluid brushstrokse
and by applying spos of light and
color, a precurso of Impressionism
Velazque differed from mog
Baroqte artist in the simplicity ard
earthines of his work. He neve
forgot his teachers advice "Go to
nature for everything'! As aresult
he neva succumbe to the
pompots style of strewirg allegort
ca symbok and Classicé bric-a
brac abou his paintings Instead
he depictel the world as it appeard
to his eyes Velazquez early paint
ings portrayal even holy or mytho
logicd figures as red people drawn
againg a neutrd background

Whethe portraying the king
or a coutt dwarf, Velazque present
ed his subjecs with dignity and in
all cases factuality. His approat
humanizel the stiff, forma coutt
portrait tradition by settig modek
in more naturd pose without fusy
accessoriesAlthough avirtuoso in
technique Velazque preferra
understatemeinto ostentatio and



realigm to idealism

On his friend Rubens advie
Velazque visited Rome to study
Renaissane and Classt mastes in
the Vatican collection While therg
he painted perhap his fines por-
trait, "Pope Innocen X." The sit-
ter's shap glane was <o lifelike —
almog predatory—tle pope declarel
it "troppo verd' (too trathful).

Although Velazque is consid
ered a maste of realism he
achieval his effecs with loose
brushstroke that when scrutinizel
at close range sean to melt into
blurred dauts of paint As the con
temporay Spanih writer on art
Antonio Palomiro said "One can
not understad it if standirg too
close but from a distance it is a
miraclel

To accomplié this "miracle;’
Velazque dabbea quick touches of
paint with which to sugges reflect
ed light. An Italian painte
exclaimal of his work, "It is macde
of nothing but there it is!"

THETOP 10

In 1985, a panel of art experts for the llustrated
London News judged "Las AAeninas " as "by far
the greatest work of art by a human being." The
followin g is a ist of the winners and how they

placed :

1. Velazquez "Las AAeninas”

2. Vermeer  "View of Delft"

3. Giorgione  "The Tempest"

4. Botticelli  "La Primavera"

5. Francesco  "The Resurrection "

6. El Greco "The Burial of the Count
Orgaz"

7. Giotto "The Lamentation "

8. GrOnewald "The Isenheim Altarpiece "

9. Picasso "Guernica "

10. Rembrandt "The Return of the Prodigal
Son”

BAROQUE
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La Tour, "The Penitent Magdalen,” c. 1638-43,
MMA, NY. Jhe first important French painter of the seven-
teenth century was Georges de La Tour, who specialized in
candlelit night scenes derived horn Caravaggio. Here he pic-
tured Mary Magdalen at the moment of her conversion, her
face illuminated by a bright home amid almost total dark-
ness. La Jour simplified all forms to near-geometric abstrac-

tion so the light appeared to fall smoothly without refraction.

Jhis drew the observer into the circle of light to shore the
mood of inner stillness and intimacy. As oae critic said of La
Jour, "A candle has conquered the enormous night."

FRENCHBAROQUE

In the seventeetht century Frane was the mog powerfd countly in Europe
and Louis X1V tappel the fineg talens to glorify his monarcly with a pala@
of unparallelé splendor With the comirg of Versailles Frane replacel Rome
as the cente of Europea art (a distinction it retaine until World War 11),
evan as it modeld its ait on Roman relics

POUS5IN: MASTER OF COMPOQSITION. The mogd famouws Frend painte of the
seventeert century Nicolas Poussin (pronouncd poo SAHN; 1594-1665)
worked not in Frane but in Rome Passionatgl intereste in antiquity, he
baseal his paintings on ancien Roman myths history, and Gree sculpture
The widespred influence of Poussirs work revived this ancien style which
becane the dominan artistic influence for the next 200 years

Poussn took Classicé rationalisn so seriousy that, when Louis XII |
summone him to Pars to pairt a Louvre ceiling frescq he refusel to confom
to the prevailing code of soarirg saints Peopk dont fly throudh the air, he
insisted with faultless logic, thus losing the commissim and returnirg to his
beloved Roman ruins

Left to his own devices Poussn chos to paint in what he called "la
maniela magnificd (the grard manner) Or, as he put it, "The first require
ment fundamenthto all others is that the subjed¢ and the narrative be
grandiose sud as battles heroic actions and religious themes' The artig
mug shwun "low" subjects Thos who didnt avod everydy life (like Caravag
gio, whom he detestedl "find refuge in [base subjects] becaus of the feeble
nes of their talents"

Poussins work exertel enormots influence on the cours of Frend
(and therefore world) art for the next two centuries becaus all artiss were
trained in "Poussinisni, an institutionalizel Classicism

CLAUDE: NATURE AS IDEAL. After Poussin the beg known Frend Baroque
painte was Clauce Lorrain (1600-82) known simply as Claude Like Poussin
Claude was drawn to Italy, where he painted idyllic scens of the Italian coun
tryside Where the two differed was in their inspiration for Claude was
inspired less by Classica forms than by nature itsef and the serem light of
dawn ard dusk that unified his canvases
Clauce lived for extende periods amorg
shepherdssketchimg trees hills, and romantc
ruins of the Italian campagnain the early morning
or late afternoon His paintings were typically
arrangel with dark majestc trees forming a par
tial arch that framel a radian countrysia view
and intensified the centrd light. Claude had no
intereg in the tiny human figures tha inhabitel
his countrysidestheir only purpo® was to estab
lish scak for the naturd elements Indeed he
paid othe artiss to paint them for him.

Poussin, "Burial of Phocion," 1648, Louvre, Paris.
Poussin's balanced, orderly scenes shaped Western art
tor200years.



VERSAILLES: PALACE OF POMP. The pinnack of Barogle opulen@ was the mag
nificent chatea of Versailles transforme from a modes$ hunting lodge to the
larged palae in the world. It was atribute to the ambition of one man King
Louis XIV (1638-1715) who aspired it was said "beyord the sumptuos to
the stupendous. "L'etat c'es moi" (I am the state) sad the absolué monard
known as the "Sun King." Surroundd by an entourag of 2,00 nobles ard
18,0® soldies and servantsLouis createl atotd environmen of ostentatios
luxury, designé to impres visitors with the splendo of both Frane and his
royd self

Versailles hundred of rooms were adornel with crystd chandeliers
multicolored marble solid-silve furniture, and crimsm velvet hanging
embroiderd in gold. The king himself coverel in gold, diamonds ard feath
ers receival importart guess seate on a nine-foot canopiel silver throne
His royd rising (lever) and retiring (coucher)were attende by flocks of
courtiess in formd rituals as importart to the coutt as the rising ard settirg of
the sun Fouw hundral ninety-eigh peopk were requirel merely to presen
the king with a meal "We are not like private people; sad the king. "We
belorg entirely to the public.

Visud impad took precedene over creatue comfors in the palace The
vad marbk floors mack the interior so frigid, wate froze in basing while the
thousand of candles illuminating soires made summe evens stiflingly hot
Despit sud drawbacks Louis X1V hostal fetes like jousting tournaments
banquets ard Moliere comedies The ballroom was garlande with flowers
Outdoa trees were illuminated with thousand of pots of candles and hung
with orange from Portugéd or currans from Holland As La Fontaire said
"Palace turnal into garders ard garders into palaces.

The grounds containel a private zoo with elephants flamingos and
ostriches a Chine® carousé turned by servans pumping away underground
and gondola on the mile-long Grand Canal The Versailles coutt lived in
unmatche luxury amid opulert furnishings and artworks mog of which
qualify as decoratie rathe than fine art
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Le Brun & Hardouin-Mansart, Hall of Mirrors,
Versailles, c. 1680. This 240-foot-iong gallery was lined
with massive silver furniture (later melted down to finance a
war). With seventeen floor-to-ceiling windows and mirrors
reflecting the sun, this gallery impressed one visitor as "an
avenue of light."

GARDENING ON A GRAND SCALE

The vastness of Versailles'interior was dwarfed by extensive gardens designed by Andre le
Notre. In place of marshes and forests, he imposed a mathematically exact scheme of gardens,
lowns, and groves of trees. “The symmetry, always the symmetry," Louis XIV's mistress
Madame de Maintenon complained. To avoid the monotony of geometric patterns, Le Notre
emphasized water — both in motion, as in the gold-covered Fountain of Apollo, and in large
reflecting pools. His scheme required so much water that Louis XIV assigned 30,000 troops in
afailed attempt to divert the River Fure from 40 miles away.

Le Notre, Parterre du Midi, 1669-85, Versailles. The symmetrical patterns of Ver-
sailles' pork and gardens restructured nature on a vast scale.
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ROCOCO

Rocom® was bom in Paris where it
coincided with the reign of Louis
XV (1723-74) By 176Q it was con
sideraed outmodea in France but
was in vogue until the end of the
century for luxurious castles and
churches throughou Germany
Austria, and Centrd Europe Roco
co was primarily aform of interior
decoration the name deriving from
the "rocaille" motif of shellwok
and pebbles ornamentiig grottoes
and fountains

In some ways the Rocom
style looks like the word itself. The
decoratie arts were the specia dis-
play grourd for its curvilinear, deli-
cate ornamentation Floors were
inlaid in complicatel patterrs of
wood veneer furniture was richly
carved and decoratd with Gobeln
upholstey and inlays of ivory and
tortoiseshell Clothing, silverwork
and china were also overwrough
with curlicues as well as flowers,
shells and leaves Even carriage
designes avoidd straigh lines for
carved swirls and scrolls and horses
wore immen® plumes and bejew

eled harnessesRoco® art was as
decorativ armd nonfunctiona as the
effete aristocray tha embracd it.

PAINTING PICNICS IN THE PARK. After
Louis X1V died in 1715 the aristoc
racy abandond Versailles for Paris
where the salors of their ornat
townhouse epitomizel the new
Rocom style The nobility lived a
frivolous existene devotal to plea
sure reflected in a characterist
painting the "fete galante’; an out-
door romp peopla by eleganty
attired young lovers The paintings
of Antoine Wattear (1684-1721)
Frangos Bouche (1703-70) and
Tean-Honoe Fragonad (1732
1806 signala this shift in Frend
art and sociey from the seriows and
grandio® to the frothy and superfi
cial.

In Watteaus "Pilgrimage to
Cythera’} romantt couples frolic on
an enchantd isle of eternad youth
and love. Bouche alwo painted gor-
geousy dressd shepherd ard shep
herdesse amid feathey trees fleeyy
clouds ard docile lambs Bouchers

Watteau, "Pilgrimage to Cythera," 1717, Louvre, Paris. Watteou idealized his delicate
fantasy landscapes, iahabited by graceful aristocrats engaged in amorous flirtation, with fuzzy color

and hazy atmosphere.

style was artificial in the extreme he
refused to paint from life, sayimg
nature was "too green and badly
lit." His pretly pink nudes in sedue
tive poses earne him gred succes
amorg the decadeh aristocracy
Fragonard party paintings were
also frilly and light-hearted In his
beg known, "The Swing," ayoung
girl on a swing flirtatiously kicks off
a satin slipper, while an admire
below peels up her lacy petticoats

WOMAN'S DAY

The pre-French-Revolution eighteenth century was a
period when women dominated European courts.
Madame de Pompadour wos virtual ruler of France,
Maria Theresa reigned in Austria, and Elizabeth and
Catherine were monarchs of Russia. Female artists,
too, made their mark, the most notable being two por-
trait painters to Queen Marie-Antoinette, ELISABETH
VIGEE-LEBRUN (1755-1842) and ADELAIDE LABILLE-
GUIARD (1749-1803). The Venetian painter
ROSALBA CARRIERA's (1675-1757) fashionable por-
traits pioneered the use of pastels (chalklike crayons

later used by the Impressionists).



ROCOCO ART

MOOD:
Playful, superficial, alive with energy

INTERIOR DECOR:
Gilded woodwork, painted panels,
enormous wall mirrors

SHAPES:
Sinuous S- and C-curves, arabesques,
ribbonlike scrolls

STYLE:
Light, graceful, delicate

COLORS:
White, silver, gold, light pinks, blues, greens

FRENCH BUZZWORDS:
la grace (elegance), te gout (refined taste)

Gaudi, Casa Mild,
1907, Barcelona .
Although Rococo love
of artifice was alien to
the Spanish architect
Antonio Gaudi
(1852-1926),  his
work incorporated sinu-
ous, Rococo curves.
Gaudi's work grew out
of Art Houveau and was
based on his desire to
jeltison tradition and
assume the random
forms of nature. In its
avoidance of straight
lines and rippling effect
— with windows
shaped like lily pads —
this apartment house is
heir to the Rococo.
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Cuvillies, Mirror Room, 1734-39, Amalienburg, Germany. The best example ofo Rococo interior, the Minor

Room was designed by Francois de Cuvillies (1698-1768), who was originally hired as a court dwarf. This "maison de
plaisance," or pleasure house, is profusely but delicately decorated. A series of arched mirrors, doors, and windows is sur-
rounded by carved plants, cornucopias, animals, and musical instruments — oil silver-gilt on a cool-blue background. The
rising and sinking curves of the ornamentation make this a tour de force of Rococo style.

ROCOCO ARCHITECTURE: INTERIOR
DECORATING. In eighteenth-centyr
France the exteriors of buildings
continua to be Baroque gradualy
giving way to Neoclassical But
inside private townhouss of Parks
and the churches and palace of
Germany Austria, Prague and
Warsaw fancifu Roco® ornamen
tation ran wild.



The Nineteenh

Century:

Birth of the

For Westen civilization the nineteenlt centuy was an
age of upheaval The churd lost its grip, monarchis
toppled and new democracis suffera growing pains In
short tradition logt its luste and the future was up for
grabs Unfamiliar forces like industrializatioo and
urbanizatiom mace cities bulge with masse of dissatisfiel
poor. The fag pae of scientifc progres ard the ills of
unrestraind capitalisn causé more confusion

The art world of the 180G seethd with factions
ead overreactig to the other Instea of one style

"Isms"”

dominatirg for centuries as in the Renaissane and
Barogle eras movement ard countermovemestsprarng
up like crocuss in spring What had been eras becane
"isms," eat representig a trend in art For mog of the
century three maja styles compete with one another
Neoclassicism Romanticism and Realism Toward the
end of the century a blur of schoos — Impressionism
Post-ImpressionismmArt Nouveay and Symbolisn —
cane ard wert in quick succession



WORLD HISTORY

Louisiana Purchase

Fulton invents steomboat

Bolivar leads South American revolution
Napoleon defeated at Waterloo
Beethoven completes 9th Symphony
First railroad buitt in England

Queen Victoria crowned

Max and Engels issue Communist Manifesto, Gold discovered in California

Flaubert writes Madame Bovory
Mendel begins genetic experiments

First oil well driled, Dawin publishes Origin of Species

Steel developed

U.S. Civil War breaks out
Lincoln abolishes slavery
Suez Canol built
Prussians besiege Paris

Custer defeated at Litte Big Hom, Bell patents telephone
Edison invents electric light
Population of Paris hits 2,200,000

First motorcar buift

Hitler bom

Dreyfus trial begins

Freud develops psychoanalysis
Curies discover radium

1803
1807
1811
1815
1823
1825
1837
1841
1848
1855

1856 - 57

1857
1859
1860
1861
1863
1869
1871
1873
1874
1876
1879
1880
1881
1883
1885
1886
1888
1889
1890
1801
1892
1893
1894
1895
1898

ART HISTORY

Daguerre invents photography
Collapsible tin tubes patented for oil paint

Courbet's Pavilion of Realism

Snapshot photography developed

Solon des Refuses launches modem art

First color photos appear
Impressionists hold first group show

\on Gogh begins painting career

Monet settles at Giverny

First Chicago skyscraper bt
Impressionists hold last group show
Portable Kodak camera perfected
Eiffel Tower buit

Monet's first haystacks series
Gauguin goes to Tahit

Rodin sculpts Bolzac

At Nouveau spreads

Monet finishes Rouen Cathedral series
Vollard shows Cezanne paintings, Lumiere Brothers introduce movies
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NEOCLASSICISM:
ROMAN FEVER

From abou 178 to 182Q Neoclass art reflected in the
words of Edga Allan Poe "the glory that was Greece
/And the grandeu that was Rome" This revivd of aus
tere Classicisn in painting sculpture architecture and
furniture was a clea reactin agains the ornae Roco®
style. The eighteenh centuly had been the Age of
Enlightenment when philosophes preachd the gospé
of reasm and logic. This faith in logic led to the orderli
nes ard "ennobling virtues of Neoclassichart

The trendsette was Jacques-Low David (pro-
nounce Dah VEED; 1748-1825) a Frend painte and
democra who imitated Gree&k and Roman art to inspire
the new Frend republic As the Germa writer Goette
put it, "the demaml now is for heroign ard civic virtues”
"Politically correct art was serious illustrating tales from
ancien histoly or mythology rathe than frivolous Roco®
party scenesAs if sociey had overdosd on sweets prin-
ciple replaceal pleasue and paintings underscord the
mord messag of patriotism

NEOCLASSICISM

VALUES:
Order, solemnity

TONE:
Colm, rational

SUBJECTS:
Greek and Roman history, mythology

TECHNIQUE:
Stressed drawing with lines, not color; no trace of brushstrokes

ROLE OF ART:
Morally uplifting, inspirational

FOUNDER:
David

In 1738 archeology-mar swep Europe as excava
tions at Pompei and Herculanewm offered the first
glimpse of well-preserve ancien art The faddish insis
tence on Gre&k and Roman role modek sometime
becane ridiculous as when David's followers the "primi-
tifs,” took the idea of living the Gre&k Way literally. They
not only strolled abou in shot tunics they alo bathal
nude in the Seine fancying themselves to be Gree ath-
letes When novelig Stendh&viewed the nude "Romart
warriors in David's painting "Interventian of the Sabire
Women; he was skeptical "The mog ordinaly commam
sensé), he wrote, "tells us that the legs of thos soldiers
would som be coveral in blood and that it was absud to
go nakel into battle a ary time in history

The marble frieze statuay brough from Athens
Parthena to London by Lord Elgin further whetted the
public appetie for the ancient world. "Glories of the
brain" and "Grecian grandeut is how the poa Jom
Keats describe the marbles Leades of art schoos ard
of the Frent and British Royd Academie were solidly
behind the Neoclasst movememn ard preached tha rea
son not emotion shoul dictat art They emphasizd
drawing ard line, which appeald to the intellect rathe
than color, which excital the senses

The hallmak of the Neoclassichstyle was severe
precisey drawn figures which appeard in the fore-
ground without the illusion of depth as in Roman relief
sculpture Brushwok was smooth so the surfae of the
painting seemd polished and compositiors were simple
to avoid Rocom melodrama Background generaly
included Roman touches like arches or columns ard sym
metry and straigh lines replacea irregula curves This
movemen differed from Poussirs Classicisn of a century
earlier in that Neoclassichfigures were less waxen and
ballet-like, more naturalistc and solid.

Ancient ruins als inspired architecture Clones of
Gree&k and Roman temples multiplied from Russa to
America The portico of Pariss Pantheonwith Corinthi
an columrs and dome copial the Roman style exactly In
Berlin, the Brandenbug gak was a replica of the entrane
to Athens Acropolis, topped by a Roman chariot And
Thomas Jefferson while servirg as ambassadoto Frane
admired the Roman tempk Maison Carree in Nimes "as
a lover gazes at his mistress' He renovatel his home
Monticello, in the Neoclassichstyle
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DAVID: PAINTING THE PAST. It was on
atrip to Rome when he first sav
Classicéd art, that David had his
breakthrou@ vision. He said he felt
as if he "had been operate on for
cataract! He avidly drew hands
eyes ears and fee from evey
antique sculptue he encountered
saying "I want to work in a pure
Gree&k style! Before long, David's
disciples were throwing brea pel
lets at Watteau$ "Pilgrimage to
Cythera; to shawv their contemp
for what they felt was "artificial”
art

In "Oath of the Horatii,"
three brothes swea to defed their
enemie or die for Rome illustrating
the new mood of self-sacrifie
instea of self-indulgenceJug as
the Frend Revolution overthrav
the decaden royals this painting
marked a new age of stoicism
David demonstrate the differene
between old ard new throudh con
trasting the mens straight rigid
contours with the curved soft
shape of the women Even
the paintings compositim
underscord its firm resolve
David arrange ead figure
like a statue spot-lit agains a
plain backgroum of Roman
arches To assue historicd
accuracy he dressd dum-
mies in Roman costume and
mace Roman helmes that he
could then copy.

David, "Death of Marat," 1793, Musees
Royaux des Beaux-Arts de Belgique, Brussels.
David painted the slain revolutionary hero like a

modern-day Christ.

David, a
friend of the
radicd Robes
pierre, was an
ardert support
er of the Revo
lution and voted
to guillotine
King Louis XVI.
His art was pro-
pagana for the
republic, in-
tendd to "elec
trify," he said
and "plant the seed of glory and
devotion to the fatherland” His
portrait of a slain leader "Death of
Marat," is his masterpieceMarat, a
close friend of David, was a radicd
revolutionay stabbel to deah by a
counterrevolutionar in his bath
(Before the Revolution while hiding
from the police in the Pars sewers
Marat had contracte psoriass and
had to work in a medicatel bath
using a packing box for a desk)
Right after the murder, David
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David, "Oath of the Horatii," 1784, Louvre, Paris.
David's "Oath of the Harahi" marked the death of Rococo
and hirth of Neoclassical art, which should, David said, "con-
tribute forcefully to the education of the public."

rushal to the scere to recod it.
Although the backgroum is coldly
blank, David's painting emphasizé
the box, bloodstaind towel, and
knife, which, as actud objects were
worshipa by the public as holy
relics. David portrays Marat like a
sairt in a pose similar to Christs in
Michelangelo$ "Pieta’

When Robespiere was guil-
lotined, David went to jail. But
insteal of losing his head the adapt
able painte became heal of
Napoleons art program From the
taut compositiors of his revolution
ary period he turned to pomp and
pageanty in his paintings of the lit-
tle emperors exploits sud as
"Coronaticn of Napolem and
Josephing'. Although his colors
becane brighter, David stud to the
advice he gaw his pupils, "Never let
your brushstroke show” His paint
ings hawe a tight, glosy finish,
smooh as enamel For three
decadesDavid's art was the official
modd for wha Frend art, and by
extension Europea art, was sup
posel to be
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INGRES: ART'S FINEST DRAFTSMAN.
Following David, the first half of
nineteenth-centyrar was a contes
betwee two Frend painters Jea
August Dominique Ingres (pro-
nouncel ANN gruh;, 1780-1867)
champimn of Neoclassicism and
Eugere Delacrok (pronouncd duh
la KRWAH; 1798-1863) arden
defende of Romanticism Ingres
canme naturally to Neoclassicismfor
he was the sta pupi of David.

An infant prodigy, at the age
of 11 Ingres attende art schod ard

Ingres, "Portrait of the Princesse de Broglie,"
1853, MMA, NY. Ingress clear, precise forms, idealized
beauty, and halanced composition sum up the Neoclassical
style.

at 17 was amembe of David's st
dio. The yourg disciple neve let his
brushstroke show, sayirg paint
shoul be as smooh "as the skin of
an onion! Ingres however went
even further than his maste in
devotim to the ancients In his early
work, he took Gree vase paintings
as his modd and drew flat, linear
figures that critics condemnd as
"primitive" and "Gothic."

Then Delacrok and Gericaut
burg on the scenge championimy
emotian and color rathe than intel-
lect and draftsmanslp as the bass
of art Againg the "barbarisni of
thee "destroyer$§ of art, Ingres
becane the spokesma of the con
servative wing, advocatimg the old-
time virtue of technica skill.
"Drawing is the probity of art,” was
his manifesto He cautionel agains
using strong wam colors for visud
impact sayirg they were "antihis-
torical."

The battle sark into nane call-
ing, with Ingres labeling Rubens
the hero of the Romantics "that
Flemish med merchant. He con
sidera Delacrok the "devil incar
nate!’ When Delacrok left the
Salon after hangirmg a painting
Ingres remarked "Open the win-
dows | smel sulfur In turn, the
Romantic called the paintings of

Ingres and his schod "tinted draw
ings

Ironically, this arch-defende
of the Neoclasst faith sometimes
strayal from his devou principles
True, Ingres was an impeccabé
draftsma who intricate line influ-
encal Picasso Matisse and Dega
(who rememberd Ingres$ advice to
"draw mary lines"). But Ingress
female nudes were far from the
Greek or Renaissareideal The lan
guid pos of his "Grande Odal
isqué' was more Mannerig than
RenaissanceAlthough identified
with controlled academé¢ art,
Ingres was attractel to exotic, erotic
subjecs like the harem girl in
"Odalisque" Critics attackea the
painting for its smal hea and
abnormaly long back "She has
three vertebra too many, sad one
"No bone no muscle no life," sad
another Ingres undoubtedy elon
gatal the limbs to increa® her sen
sud elegance

Ingres preachd logic, yet the
romantc pod Baudelaie noted tha
Ingress finest works were "the
produd of a deepy sensuos
nature' Indeed Ingres was a maste
of femak nudes Throughou his
career he painted bathers render
ing the porcelan beauy of their
flesh in a softe style than David's

In "Portrait of the Princess
de Broglie," Ingres paid his usud
fastidiows attention to crisp drapery
soft ribbons fine hair, and delicake
flesh, without a trace of brushwork
The color has an enamellile polish
and the folds of the costune fall in
precise linear rhythm. Ingres is
chiefly rememberd as one of the
suprene portraitiss of all time, able
to captue physicd appearane with
photographi accuracy

Ingres, "La Grande Odalisque," 1814, Louvre, Paris.
This portrait shows Ingres's trademarks of polished skin sur-
face and simple forms contoured by lines, in contrast to the
irregular drapery.
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ODALISQUE

The reclining or recumbentfemak nude often called Odalisque after the Turkish word for a haream
girl, is arecurren figure throughot Westen art Here is how sone artiss hawe given their individud

twist to a traditiond subject

Giorgione, "Sleeping Venus" (the Dresden Venus), ¢. 1510, Staarliche Kunst-
sammlungen, Dresden. The first known recumbent female nude as an art subject was by the
Venetian Giorgione, a Renaissance painter about whom little is known. He probably painted
"Sleeping Venus'in 1510, the year of his early death from the plague. Titian was said to

Goya, "The Nude Maja," 1796-98, Prado, Madrid. Goya was denounced during the
Inquisition for this "obscene," updated version featuring full frontal nudity. The title means
"nude coquette," and Goya's blatantly erotic image caused a furor in prudish Spanish society.
His friend and pahon, the artistocratic but very unconventional Countess of Alba, is believed to
be the model. A clothed replica of the figure, in an identical pose but very hastily sketched,
also exists. It is said that Goya painted it when the Count was on bis way home, to justify all
the time the painter had spent in the Countess' company. Goya was probably inspired by

have finished the work, adding the Arcadian landscape and drapery. Traits associated with thisvielazquez's "Rokeby Venus," a recumbent nude seen from the bock. Although an outraged

popular genre of painting are a simple setting, relaxed pose propped on pillows, and the
absence of a story. Giorgione was handsome and amorous, a keen lover of female beauty,
yet he portrays his Venus as a figure of innocence, unaware of being observed.

Manet, "Olympia," 1863, Musee d'Orsay, Paris. Manet's "Olympia" also caused a pub-
Ik outcry. With her bold, appraising stare and individualized features, this was obviously no
idealized goddess but a real person. One critic called her a "female gorilla." Others attacked
Manet's nonocademic technique: "The least beautiful woman has hones, muscles, skin, and
some form of color. Here there is nothing." "The shadows are indicated," another wrote, "by
large smears of blacking. "Most considered the painting's sexuality immoral: "Art sunk so low
does not even deserve reproach.”

Huge crowds flocked to the Solon to see what the fuss was about. After the canvas
was physically attacked, it was hung out of reach, high above a doorway. One viewer com-
plained, "You scarcely knew what you were looking at—a parcel of nude flesh or a bundle
of laundry." Manet became the acknowledged leader of the avant-garde because of
"Olympia's" succes de scandale.

sufragette slashed Velazquez's "Venus," Goya's nude is much more seductive, with her soft,
smooth flesh contrasted to the crisp brushwork of satin sheet and lace ruffles.

Rivers, "1 Like Olympia in Blackface," 1970, Centre Pompidou, Paris. New York
painter Larry Rivers, born in 1923, was a member of the generation following Abstract
Expressionism that challenged abstract art's dismissal of realism and developed Pop art.
Rivers combined the free, vigorous brushstrokes of Abstract Expressionism with subject matter
from diverse sources ranging from advertising to fine art. Color, not subject matter, according
to Rivers, "is what has meaning." His version of Manet's "Odalisque” gives a fresh face to a
centuries-old concept.
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AMERICAN NEOCLASSICISM

The founding of the American republic coin
cided with the popularity of Neoclassicism
Since the ancien Roman republic seemd an
apt model the new country clothe itseff in the
gaib of the old. It adoptel Roman symbok ard
terms like "Senaté and "Capitol" (originally a
hill in anciet Rome) For a century official
buildings in Washingtm were Neoclasst
knock-offs

The fad tha Neoclasst becane the style
was mostly due to Thomas Jefferson an ama
teur architect He built the University of Vir-
ginia as alearnirg lab of Classicism The ensem
ble included a Pantheon-lile Rotundh and
pavilions in Roman temple forms. Jeffersm
usead Doric, lonic, and Corinthian orders to
demonstrag the various styles of architectue to
students

In sculpture antique figures in an ideat
ized, Classicé style were al the rage One of
the mog acclaimel works of the nineteenly
century was Hiram Powerss "Greek Slave
(1843) amarbk statwe of a naked girl in chairs
that won internationd fame Horatio Gree
noudh applied Neoclassichdoctrines less suc
cessfully The practicd American public
laughal at his statwe of a bewiggal George
Washingtam with a nude torso and Roman san
dals

The first American-bon painte to win
internationa acclam was Benjamn Weg
(1738-1820) whos work summael up the Neo
classt style He was so famots for battle scens
that he becane presidem of the British Royd
Acadeny and was buried in St Pauls Cathe
dral. Weg spern his entire caree in England
and his London studio was a mandatoy stop
for visiting American painters

BEGINNINGS OF AMERICAN ART. The

"The Peale Family," 1770-1773, New-York Historical Society.

Peale: The Leonardo of the New World. Charles Wilson Peale (1741-1827) was a model Enlight-
enment man. A scientist as well as artist who was unfailingly curious ond energetic, his list of skills and inter-
ests rivaled Leoaordo's. He came to painting through craftsmanship ond was a saddler, watchmaker, silver-
smith, ond upholsterer before becoming the most fashionable portraitist la the colonies. Peale was also a Rev-
olutioaory war soldier, politician, ond ingenious inventor. He coaceived a aew type of spectacles, porcelain
false teeth, a steam bath, and a stove that consumed its own smoke. He was also first to excavate a
mastodon skeleton, which he exhibited in the natural history museum he founded in Philadelphia with more
than 100,000 objects. His list of firsts included the first art gallery in the colonies and the first art school.

Peale was the father of seventeen children. He named them after painters and they obliged him by
becoming artists, like the portraitist Rembrandt, still-life painter Raphaelle, and artist/naturalist Jitian. “The
Peale family" includes nine family members and their faithful nurse (standing with hands folded). Peale him-
self stoops at left holding his palette. He titled the painting on the easel “Concordia Animae" (Harmony of
Souls), indicating the painting's theme.

The composition emphasizes the essential unity of the group. Although they are divided into two
camps, all are linked by contact of hand or shoulder except the nurse. The figures slightly overlap, with the
scattered fruit also binding the two halves. Peale suggests a visual tie by the painter's brother seated at left
sketching his mother and her grandchild at right. This type of picture, or "conversation piece," was popular in
eighteenth- and early-nineteenth-century painting. It represents perfecdy the ideal of e pluribus unum.

Peale's most famous work is "The Staircase Group," a life-size trompe I'eil portrait of his two sons
climbing stairs with a real step at the bottom ond door jamb as a frame. Peale painted the scene so convinc-
ingly that George Washington reportedly tipped his hat to the boys.

At the age of 86, the inexhaustible Peale was known to whoop down hills riding one of the first
hicycles. He finally succumbed to overexertion while searching for a fourth wife.

fad that atalentel American had to
purste his cratt in Englard was due
to the backwad stat of the arts
Most colonist were farmers preoc
cupied with survivd and more inter-
esta in utility than beauty They
were from working-clas stock
hardly the type to commissim
works of art The influence of Puri
tanism with its prejudice agains

"graven image$ meart that the
church would not be a patron
There were no large buildings to
adom or grea wealh to buy luxury
items Silver and furnishings showed
fine craftsmanshp and Federa
architectue was handsome But
sculptue was practically unknown
excep for graveyad statuary

The first American paintess
were generaly self-taugh portrat or

sign painters Their work was flat,
sharpy outlined and lacking in
focd point Portraitue was not sur
prisingly, the mog sought-afte art
form, since politics stressd respet
for the individual. Itinerart limners
as early paintes were called painted
faceles single or grou portraits in
the winter and in spring sough
customes ard filled in the blanks



Copley, "Portrait of Paul Revere," ¢. 1768-70,
Museum of Fine Arts, Boston. Copley's portraits of Boston
society offered sharp glimpses into his subjects' personali-
ties.
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COPLEY: THE FIRST GREAT AMERICAN PAINTER. Paintirg in America was consd
erad a "usefd tracde like that of a Carpente or shae maker not as one of the
mog noble Arts in the world," complaina Americas first painte of note
Jom Singletm Copley (pronouncd COPP lee 1738-1815) Despit this dis-
respect the Bostonian taugh himsef the professim by studyirg anatony
books and reproductios of paintings In his teens he s up as a portrait
painte and by the age of 20, completey outstrippe ary native artist He was
the first colonid to hawe awork exhibited abroad With Copley, art in America
grew up.

Copley had an astonishig ability to recod reality accurately His sub
jects had red bulk, and he brilliantly simulatel reflectel light on various tex-
tures Copley alo portrayel his sitters personaliy with penetratig observa
tion. Eliminating the columrs ard red curtairs useal to dres up portraits he
concentratd on the fleeting expressios and gesturs tha revea character
Although he paintal his well-to-do clients costums in detail he focusel on
the individuality of their faces where ead wrinkle suggeste character

PAINTING THE CHARACTER OF THE COLONIES. Copleys portraya of his friend, a
shirt-sleeve Pau Revere was an innovatia for its time, when a portrat neve
pictured manué labor. Yet Copley posal the silversmih holding a teapd he
had made his tools in clea sight Revee had not yet taken the midnight ride
that Longfellow sd to vers but was alread aleadirg opponen of British rule.
His shrewd uncompromisig gaz and the informd settirg without courtly
trappings summel up the Revolutions cal for independence

STUART: THE FIRST DISTINCTIVE AMERICAN STYLE. Gilbert
Stuat (1755-1828 was Americas othe grea painte of
the Neoclasst period Stuat refusel to follow estab
lished recipes for painting flesh, sayirg he would nat bow
to ary master but "find out wha natue is for myself ard
see her with my own eyes” He usda all the colors to
approximae flesh but without blending which he
believed made skin look muddy, like saddk leather
Somethimg of a pre-ImpressionistStuat made skin seen
luminous almog transparentthrough quick brush
strokes rathea than layerel glazes Ead stroke shore
through the others like blood through skin, giving a
pearl brilliance to his faces Flesh Stuat said is "like no
other substane unde heaven It has all the gaiey of a
silk mercers shg without its gaudines and gloss arnd all
the sobernes of old mahogag without its sadness.
Stuat was the equivalen of coutt painte for the

new republic His contribution was in simplifying portrai Stuart, "George Washington,” (The Athenaeum Portrait), 1 796, Museum

. . . . of Fine Arts, Boston. Stuart's portraits of George Washington demonstrate how the painter
ture, discardirg togss and passig gesturs to emphasie went beyond the European tradition. By stripping away all nonessentials (the background
timeles aspects Stuat paintel faces with sud accurayg was never completed), Stuart implies that greatness springs only from individual character.
that Benjamh Weg said Stuat "nails the face to the Jhe portrait omits Washington's smallpox scars but hints at his endurance in the firm line

canvas.

of his mouth. Some have questioned whether the tightly clamped lips indicated not the for-
titude to survive Valley Forge but the general's uncomfortable wooden teeth.

In any event, this image has become the most famous American portrait of all
time. A victim of his own success, Stuart came to bate the job of duplicating the likeness,
which be called his "hundred dollar bills." Now this national icon stares from its niche on
the onedollar bill.
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GOYA: MAN WITHOUT AN "ISM"

The paintings of the Spani# artig Franciso de Goya (1746-1828 fit no cate
gory. His work was indebtal only to the realian of Velazquez the insight of
Rembrandtand as he said to "nature’ Goyawas alifelong rebel A libertari
an fiercely opposel to tyranry of all sorts the Spanié artig bega as a semi
Roco® designe of amusimg scens for tapestries Then he becane painte to
Charles IV of Spain whos coult was notorious for corruption ard repression
Goyas observatio of royd viciousnes and the churchs$ fanaticisn turned him
into a bitter satirid and misanthrope

His work was subjectiwe like the nineteenth-centyr Romantics' yet
Goya is hailed as the first moden painter His nightmaris visions exposimg
the evil of human nature and his origind techniqte of slashig brushstroke
made him aforerunne of anguishd twentieth-centw art

Goyas "Family of Charles IV" is a coutt painting like no other. The
stout red-facel king, loadal with medals appeas piggish the sharp-eyd trio
at left (including an old lady with a birthmark seens downright predatory
and the quee insipidly vacant Critics have marvela at the stupidity of the
thirteen family membes of three generatios for not havirng realized how bla-
tantly Goya expose their pomposity One critic termed the group a "groce
and his family who hawe just won the big lottery prize!" The painting was the
artists homag to Velazquez "Las Meninas (see
p. 60). Goya — like his predecesso— placd
himsef at left behind a canvas recordirg impas
sively the parac of royd arrogance

ART OF SOCIAL PROTEST. Goya was equally blunt in
revealirg the vices of churc and state His disgus
with humaniy followed a near-fatillness in 172
that left him totally deaf During his recovery iso-
lated from society he began to paint demors of his
inner fantay world, the stat of a preoccupatia
with bizarre grotesqe creaturs in his mature
work.

A maste grapht artist Goyas sixty-five
etchings "The Disastes of War" from 1810-14
are frank expose of atrocities committed by both
the Frend and Spanif armies during the invasin
of Spain With gory precision he reducel scens
of barbaros torture to their horrifying basics His
gaz a human cruely was unflinching castrations
dismembermentsbeheadd civilians impalel on bare trees dehumanizeé sot
diers starirg indifferently a lynchel corpses

"The Third of May, 1808' is Goyas respons to the slaughte of 5,00
Spani# civilians. The executiors were reprisa for a revok agains$ the Frend
army in which the Spaniard were condemnd without regad to guilt or inno-
cence Thos possessig a penknik or scissos ("bearirg arms’) were marchel
before the firing squal in grow lots.

The painting has the immediay of photojournalism Goya visited the
scere and mace sketchesard yet his departure from realisn give it additiond

Goya, "Family of Charles IV," 1800, Prado, Madrid.
The Spanish monarchy was so vain and imbecilic they failed
to notice that Goya portrayed them in all their ostentation.



power. He lit the nocturnd scere with a lamp on the ground castirg a garish
light. In the rear, the churdc is dark as if the light of all humaniy had been
extinguished Bloody carcassg projed toward the viewer, with aline of vic-
tims stretchirg off in the distance The immediat victims are the cente of
interest with a white-shirtel man throwing wide his arms in a defiart but
helples gestue recalling the crucified Christ The acid shads ard absene of
color harmoty underscoe the events violence

In othe paintings of that time, warfar was always presentd as a glori-
ous pageah and soldieis as heroes Goya contraste the victims' faces ard
despairig gesturs with the faceless automatonlile figures of the firing squad
Although deafnes cut Goya off from humanity he passionatgl communicate
his strorg feelings abou the brutality and dehumanizatio of war.

LATE STYLE: BLACK PAINTINGS. Goya becane obsesse with depictirg the suffer
ing cause by the political intrigue and decadene of the Spani$ court ard
church He disguisel his repulsio with satire however sud as in the disturb
ing "black painting$ he did on the walls of his villa, Quinta dd Sord (hous
of the deaf) The fourteen large murak in black brown, and gray of 1820-2
presen appallig monstes engagd in siniste acts "Satun Devourirg His
Children' portrays a voraciots giant with glaring, lunatic eyes stuffing his
sons torn, headles body into his maw. Goyas technique was as radicd as his
vision. At one point he executel frescos with spongesbut his satiric paint
ings were dore with broad ferociows brushstroke as blazing as the evens
portrayed

Goya died in France in self-imposéd exile. He was the fatha of 20 chil-
dren but left no followers His geniws was too unique and his sympathis too
intens to duplicate
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Goya, 'The Third of May, 1808," 1814-15,
Prado, Madrid. Goya protested the brutality of war by indi-
vidualizing the faces of the victims of the faceless firing
squad. Jhe poet Baudelaire praised Goya for "giving mon-
strosity the ring of truth."
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ROMANTICISM:
THE POWER OF PASSION

"Feeling is all!" the German writer Goetle proclaimed a cred tha sums up
Romantt art Rebellig again$ the Neoclassi periods Age of Reason the
Romantt era of 1800-% was the Age of Sensibility Both writers and artists
choe emotian and intuition over rationd objectivity. As the German Roman
tic landscap painteg Caspa David Friedrich wrote, "The artis shoul paint
not only wha he see before him, but alo wha he sees in him." Romantis
pursuel their passios full-throttle. Living intensey rathe than wisely had its
price. Romantt poes and composes like Byron, Keats Shelley Chopin and
Schuber all died young

Romanticisn gat its name from a revived interes in medieva tales called
romances "Gothic" horror stories combinirng elemens of the macabe and
occult were in vogue (it was during this period that Mary Shelley wrote
Frankenstein),as was Gothic Revivd architecture sea in the towers and tur-
rets of Londons Houses of Parliament The "in" decoratimg look was arms
and armor. Sir Walter Scot built a pseudo-Gothi castle as did the novelig
Horaae Walpole whete he could he said "gaz on Gothic toys through Goth
ic glass!

Another mark of Romanticisn was its cult of natue worship Paintes
like Turne and Constabe lifted the stats of landscap painting by giving nat
ura scens heroic overtones Both man and nature were sea as toucha by
the supernaturaland one could tap this inner divinity, so the Romantc gospé
went, by relying on instinct

Gericault, "The Raft of the Medusa," 1818-19, Louvre, Paris. Gericaultinaugu-
rated Romanticism with this canvas contrasting images of extreme hope and despair.

ROMANTICISM

VALUES:
Intuition, Emotion, Imagination

INSPIRATION: Medieval and Baroque eras,
Middle and For East

TONE: Subjective, spontaneous, nonconformist
COLOR: Unrestrained; deep, rich shades
SUBJECTS: Legends, exotica, nature, violence

GENRES: Naratives of heroic struggle, landscapes,
wild animals

TECHNIQUE: Quick brushstrokes, strong light-and-shade
contrasts

COMPOSITION: Use of diagonal

FRENCH ROMANTICISM

GERICAULT. Theodoe Gericaut
(pronounce JHAY ree coe 1791—
1824 launchel Romanticisn with
one painting "The Raft of the
Medusa' He basel the huge (16 x
23V,') canvaon acontemporay
event a shipwrek that causd a
political scandal A governmenm
ship, the Medusa, carrying Frend
colonists to Senegh sark off the
wed coad of Africa due to the
incompetene of the captain a polit-
ical appointee The captan and
crew were first to evacuag and took
over the lifeboats towing a
makeshif raft piled with 149 pas
sengers Eventualy they cut the
towrope leaving the immigrans to
drift unde the equatorid sun for
twelve days without food or water,
suffering unspeakald torments
Only fifteen lived.

Gericaul investigate the
story like a reporter interviewing
survivors to hea their grisly tales of
starvation madnessand cannibail
ism. He did his utmog to be authen
tic, studyirng putrid bodies in the



morguwe and sketchirg decapitatd
heads of guillotine victims and
faces of lunatics in an asylum He
built a modd raft in his studio and
like an acta immersirg himsef in a
role, even lasha himself to the
mag of a smal boa in a storm

This extraordinay prepara
tion accouns for the paintings grim
detail. But Gericaults romantic
spirit is a the roat of its epic drama
The straining contortel body lan
guage of the nude passengexr says
everythirg abou the struggke for
survival, atheme that obsessé the
artist

Becaug of the graphrc treat
men of a macabe subjed¢ and the
political implicatiors of the govern
ments incompetencgethe painting
createl a huge sensationRomantc
passim was for the first time, visi-
ble in extremis capturirg not somre
idealized form from the pag but
contemporay reality. The paintings
fame broke the stranglehad of the
Classich Academy From this time,
Frendh art was to stres emotion
rathe than intellect

In his private life, Gericaut
was also an archetyphd Romantic
Like the fiery pod Lord Byron who
died the same year, "safel last
could hawe been his motto. He had
no concen for his own well-being
and dedicatel himsef to a life of
passion and defendirg the down-
trodden His teache called Geri-
cault a madman and the Louvre
bannel him for brawling in the
Grande Galerie Fascinatd with
horses Gericaut died at the age of
32 afte a series of riding accidents

Although he exhibited only
three paintings publicly in his
decade-longmeteorc career Geri
caul left an indelible mark His
energetc handling of paint and
rousing scens of titanic struggke
kicked off the Romantt era in
Frend art

DELACROIX: PAINTER OF PASSION.
Eugere Delacrok becane leade of
the Romantt movemen after Geri
caults death A moody, solitaly man
he always ran a slight fever
Delacrok believed the artis shout
fed the agory of creation and like
his friend the compose Fredert
Chopin, he was consume by the
flame of genius "The red man is the
savagé, he confided to his journal
As the Romantt pod Baudelaie
put it, Delacrok was "passionatel
in love with passion.

Delacrox chos his subjecs
from literature or from stirring topi-
cd events Insteal of the Neoclassi
style of antique calm, violence
chargel his exotic images Delacrok
painted an early work, "Massace at
Chios," as somn as he head the
news of Turks slaughterig Chris-
tians on the island of Chios
Although purists called it a "mas
sace of painting; spectatos wept
when they sawv the pitiful babe
clutching its deal mothers breast

OUT OF AFRICA. In 1832 avisit to
Morocco changel Delacroixs life.
He infiltrated a haran and made

ROMANTICISM 1

hundred of sketchesDelacrok was
fascinatel by the colorfu costume
and characterslike throwbacls to a
flamboyan past "The Greelks and
Romars are here he wrote, "within
my reach” For the nex thirty years
he stud to lush colors swirling
curves ard animak like lions, tigers
and horse knotted in combat

"The Death of Sardanapald's
shows Delacroixs attractio to vio-
lence Delacrok basel the painting
on Byron's verses of the Assyrian
emperao Sardanapalyswho, facel
with military defeat ordere his
possession destroye before immo-
lating himsef on a funerd pyre.
Delacroix portrays the shockimg
instart when servans execue the
king's haran girls and horses It is
an extravagana of writhing bodies
againg a flaming red background
The intens hues vivid light/dark
contrasts and turbulert forms in
broad brushstroks are a virtual
manifesb of Romanticism

Delacroix, "Death of Sardanapalus,” 1827, Louvre,
Poris . Fascinated by physical and emohoaal excess,
Delacroix portrays a wild, writhing scene as an emperor's
concubines are murdered.
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NEOCLASSICISM VS. ROMANTICISM

For twenty-five years Delacroix and Ingres led rival schools whose
squabbling dominated the Paris art scene. Their two pointings of
the virtuoso violinist Poganini demonstrate the different outlooks
and techniques of the Heoclossic and Romanhc movements.

Ingres was a talented violinist himself and knew Poganini
personally, yet his version of the maestro is an objective, formal
portrait of the public man. With photographic accuracy, his crisp,
precise lines duplicate exactly Paganini's physical appearance. This
is & rational man, totally in control.

Delacroix defines the musician's form through color and
energetic, fluid brushwork, as opposed to lines. Unlike Ingres's
ramrod-straight figure, Delacroix's Poganini is curved like a violin,
carried away by the ecstasy of performance. Eyes closed, foot
almost tapping, Delactoix's pointing is a figure of passionate aban-
don. This is the inner man in the throes of emotion.

CONTRIBUTIONS. Delacrok liberated painting from the Classich concep of
color as atint applied over forms defined by line drawing Under his hand
color — especialy vibrating adjacem tones — becane the indispensald
mears to modd forms a discovey extende by van Gogh Renoir Degas Seu
rat, and Cezanne The admiring van Godh remarked in fact, tha "only Rem
brand ard Delacrok could pain the face of Christ!

Delacrok did not attemp to reprodue reality precisey but aimed at
capturirg its essenceHe establishd the right of a painte to defy tradition
and paint as he liked. Goya who had
been similarly idiosyncratic saw
Delacroixs work when the Spaniad
was an old man ard heartily approved

Delacroix, whose outpu was
enormous claimed he had enoud
compositiors for two lifetimes and
project to lag 400 years He painted
at a fever-pitch furiously attackirg the
whole canva at once sayirg that "If
you are nat skillful enoudn to sketd a
man falling out of a window during
the time it takes him to ge from the

THE ARTIST'S PALETTE

The Machine Age — in full swing by the nineteenth century — brought improved materials that affected the way artists
painted. For one thing, a wider range of colors was available. Before, artists used earth colors because most pigments came
from minerals in the earth. Now chemicai pigments were invented that could approximate a greater variety of the colors in
nature. Emerald green, cobalt blue, and artificial ultramarine were a few of the pigments discovered.

The burden of laboriously preparing colors shifted from the artist to professional tradesmen. Part of every artist's
training had been how to grind paint by hand and mix it with linseed oil to create oil paint. Now machines ground pigments
that were mixed with poppy oil as a binder and sold to artists in jars. With the poppy oil, the paint retained the mark of the
brush more, for a textured effect as in van Gogh's paintings. For the Impressionist generation, in fact, the visible sign of
brushwork represented an artist's individual signature.

With these innovations, chiaroscuro, or the multilayered, subtle gradations of color to suggest three-dimensional vol-

fith story to the ground then you will
nevea be able to produe monumenth
work." A friend eulogized Delacrok
as a painta "who had a sun in his
heal and storns in his heart who for
40 yeas playa upon the keyboad of
human passions.

ume, gradually became obsolete. No longer did artists — as they had since Leonardo's ime — indicate shadows by thin,
transparent washes of dark color and highlights by thick, opaque clots of light pigment. Painters represented both light and
shade in opaque colors applied with a loaded brush. Instead of successive layers of paint, each applied after the preceding
one had dried, the rapid, sketchlike alia prima style took over by 1850, allowing artists to produice an entire work at a single
sitting.

The biggest change resulted from the invention of the collapsible tin tube for paint in 1840, which made the artist's
studio portable. By the 1880s, the Impressionists chose to paint outdoors using the new bright colors, so they could heed
Corot's moxim, “Never lose the first impression which has moved you."



ENGLISH ROMANTICISM

Two English painters bom only a
vea apart did more than anyore to
establid landscap painting as a
majar genre Yet stylistically J.M.W.
Turner and Jom Constabé could
not haw been furthe apart Consta
ble made nature his subject while
for Turner the subjed¢ was color.
Constabé painted placid scens of
the actud countryside while Turn-
er's turbulert stornms existad mainly
in his imagination

CONSTABLE: FIELD AND STREAM. What
William Wordsworths poens did
for Englands Lake District, Jom
Constables (1776-1837 landscaps
did for Eag Anglia, now known as
Constabé country, on the eas coas
of England Both romanticizel boy-
hood rambles through moors and
meadovs as the subjed for poetry
and art

Constables work was not well
received during his lifetime. His
father, a prosperos miller, bitterly
oppose Constabé being a "lowly™"
painter and Constabé did not sel a
painting until he was 39. Membes
of the Acadeny called his work,
now considerd bold and innova
tive, "coarsé ard "rough

In turn, Constabé looked
down on convention& landscap
paintess who basel their work on
tradition rathe than what they actu
ally saw He sad othess were always
"running afte pictures and seekimg
the truth at seconl hand” Consta
ble, in contrast neve went abroal
and learna only from close obser
vation of nature in his native Suf
folk. His views of the English coun
tryside are serene untroubled ard
gentle "the sourd of wate escapig
from mill-dams;' he wrote, "wil -
lows, old rotten planks slimy posts
and brickwork — | love sud
things. Thee scens made me a
painter

As a boy, Constabé had
learna to "read' the sky while set
ting the sails on his fathers wind-
mills, and as a man he applia this
intereg in meteorolog to his paint
ing. He often went "skying" —
sketchirg cloud formatiomns as
soure materid for paintings The
sky, he believed was "the key note,
. . and the chid organ of sentiment
in a painting This love of clouds
and sun and shadav led him to
make the first oil sketchs eve
painted outdoors startirg in 1802
thus anticipatirg the Impressionists
open-ai method (thoudgh Consta
ble executd the final finished paint
ings — "six-footers| he called them
— in his studio)

Constabé believa landscaps
shoul be basel on observation His
rural scens refled an intens love
of nature but he insisted they were
not idealized "imagination neve
did, and neve can produce works
that are to stard by comparisa with
realities; he wrote

Becaug of his devotion to
actud appearances Constabé
rebellad againg the coffee-colore
tones then in vogue for landscapes
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correctly insisting they were actually
the resut of darkena varnish on
Old Masta paintings When a
friend claimed Poussins origina
tints were the brownish color of a
violin, Constabé respondd by
putting a violin on the gras to
demonstrag the difference

Constabé simulatel the shim
mer of light on surface by tiny dals
of color stippled with white. (Many
found thes white highlights incom
prehensible calling them "Consta
ble's snow.") He put tiny red dots
on leaves to energiz the green hop
ing the vibrations betwee comple
mentay hues would convey an
impression of movemen like the
flux of nature

Constable, "The Hay Wain," 1821, NG, London.
Constable portrays the farmer with his hay wagon (or
"wain") as an integral part of the landscape, emphasizing
Constable's myshcal feeling of man being at one with nature.
Critics found this landscape so lifelike one exclaimed, "The
very dew is on the ground!"
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TURNER:A TURN TOWARDS ABSTRACTION. Like ConstableJ.M.W. Turne
(1775-185) began painting bucolic landscaps with a smooth detailed
technique Also like Constable he later experimentd with more radi
cd technique and evolva a highly origind style that influencel later
generatios of artists The two paintes differed however in Turners
love of the dramatic of subjecs like fires and storms Turne painted
nature in the raw.
The child of a poor London barber Turner skippel schod to
sketdh his fathers customersBy the age of 12 he was selling his water
colors and a 15 had exhibited at the Royd Academy His calm, famil-
iar, rurd scens were an immediag hit with the public and made him a
financid successOnce Turne bega to travd to the continent he
becane fascinate by the wilder aspecs of nature and evolvel his dis-
tinct style He aimeal to evoke awe in his viewers and shifted his subjed
from calm countrysids to Alpine peaks flaming sunsetsard the thene
of mans struggk agains the elements
Turners style gradualy becane more abstrat as he attemptel to
make color alore inspire feeling The foremos colorig of his day, Turn
er was the first to abandm brown or buff priming for a white under
coat which mack the final painting more brilliant. He neutralizel deg
tones by addirg white and left light tones like yellow undiluted for greate
luminosity. Peopk sad he put the sun itseff into his paintings
"Rain, Steam and Spe@ — The Grea Westen Railway' is a typicd late
painting in which Turne eliminatal detal to concentrat on the essentiaform
of alocomotive speedig over a bridge toward the viewer. This was one of the
first paintings of a stean train, which had been inventa only twenty yeas
before In it Turne tried to expres the idea of speed air, and mist through
veils of blue and gold pigment Turna supposedl researche the painting by
sticking his heal out of a train window for ten minutes dur-
ing a storm Critics jeera at the work when it appeard for
its lack of realism Constabé mear to criticize Turners
mature work when he called it "golden visions' and said
"He seens to paint with tinted steam so evanescanard airy."
At the end of his life, just before exhibiting his neary
abstrat paintings Turner painted in peopk and addel
titles to make them more comprehensild to the public. Vio-
lently attacked these canvase were considerd unfinished
and indistinguishabé from ead other One critic accusd
Turner of thinking "that in orde to be poeticad it is neces
sary to be almog unintelligible! Although Turne neve
considerd himsef an abstrat painter paintings discovere
after his deah contah no recognizal@ subjet¢ whatsoever
just swirling masss of radiart color. His discovey of the
powe of pigmert had an enormow influence on the course
of moden art Turna pushe the medium of pairt to its expressie limit. His
lag works anticipagé moden art in which pairt itsef is the only subject
Turner becane increasingy reclusiw in his later years hiding from
acquaintance ard living unde an assumd name He turned down handsore
prices ard hoardel his beg paintings selling only those he considerd second
rate On his deathbedthe stoly goes Turne askal to be taken to the window
so he could die gazirg at the sunset

Turner, "Crossing the Brook," 1815, Tate Gallery,
London. Although Jurner become the most original land-
scape artist, his early work was a tame imitation of tradition-
al technigues and content.

Tumer, "Rain, Steam, and Speed — The Great
Western Railway," 1844, NG, London. This painting
of a steam locomotive demonstrates the shimmering light
and pearly atmospheric glow of Tumer's near-abstract, late
work, in which he implies rather than depicts a subject.



AMERICAN ROMANTICISM

Romantc painting in America
encompassetwo subjects nature
and the naturd man The former
included landscape and the latter
were genmr paintings of commam
peopl in ordinaty activities In
both, the subjecs were see
throudh rose-colore glasseslike
the seven dwarfs "hi-ho, hi-ha" ver
sion of working in a mine. Foress
were always picture-postcat per
fect, and happy settles without
exception were cheerfu at work or

play.

Cole, "The Oxbow (The Connecticut River Near
Northampton),” 1836, MMA, NY. Leader of the
Hudson River School, Cole emphasized the grandeur and
immensity of America’s landscape.
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THE AMERICAN LANDSCAPE: AH, WILDERNESS. Before 1825 Americars consd
erad nature menacing The first thing colonid settles did was bum or had
down vag tracs of virgin woods to make clearing for fields and villages They
admirad natue only when it was tamed in plantatiors and gardens After 1830
a shift occurred Americas naturd wondes becane a braggirg point equa to
Chartres or the ColosseumAs tides of settles poured westward pushirg bad
frontiers the wildernes becane a symbd of Americas unspoila nationd
character
This shift in sentimen affected art American writers like Emersm and
Thoreaus preachd tha God inhabited nature which dignified landscaps as a
portrait of the face of God Suddeny the cliched formula art of London Paris
and Rome which had before guided American painting was obsolete The
grandeu of the American continert becane the artists inspiration
The Hudsm River Schod was Americas first native schod of painting
Its members Thomas Cole, Ashe B. Durand Jom F. Kensett and Thomas
Doughty, delivera visud sermois on the glories of nature They were the first
to concentrag exclusivey on landscapeswhich replace portrais as the focus
of Americen art Their patriotic scens of the Hudsa River area conveye a
mood of worshipfd wonder They combina realistc
detal with idealized composition in a new form of
romantc realism Typically, the scens were on alarge
scak with sweepig panoramé horizors tha seemd to
radiake beyord the paintings borders suggestig Ameri-
cas unlimited future

COLE: HUDSON RIVER SCHOOL LEADER. Thomas Cole
(1801-48 was the founde of the Hudsm River Schod
of Romantc landscapesCole a self-taugh artist, lived
on a bluff overlookirg the Hudsa River. An outdoa
enthusiast he ramblel on foot throughou the area in
the spring summey ard fall, scalirg peals to make pen
cil sketchs of untouchel naturd scenes During the
winter, after his memoy of particula locales had faded
to afuzzy afterglow he portrayel the essentiamoad of a place in oil paintings
Coles finished work — a combinatio of red and ideal— reflect this working
method He presens foregrourd in minute detal and blurs distart vistas to
sugges the infinite American landscape
In "The Oxbow," Cole faithfully reproduce rocks juicy vegetation a
gnarla tree and his folding char and umbrella The blond panorana of the
Connectictl River Valley and recedimg hills seens to stretd forever The
painting depics the momert just after a thunderstorm when the foliage,
freshend by a cloudburst glisters in a theatricé light.

Cole's work expressd the proud belief tha America was a primevd
paradise a fresh stat for humanity For the optimistic Hudsa River School
communiom with natule was a religious experiene tha cleansd the sou as
surely as rainfall renewel the landscapeAs Cole wrote in his diary before
painting this picture "l would not live where tempes$ neve come for they
bring beauy in their train" America may hawe lackel picturesqe ancien
ruins, but its lush river valleys and awesone chasns and cascadgs were subje¢
enoud for the Hudsm River School
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ARTIST-EXPLORERS: BIERSTADT AND CHURCH. The gener
tion of paintes after the Hudsm River Schod tackled
more far-flung landscapesFrederc Edwin Churdh
(1826-1900 and Albert Bierstad (1830-1902 were the
Lewis and Clark of painting — "intrepid limners' they
were called — as they sketcha the savag beauy of
nature from the lush vegetatim of the tropics to the ice-
bergs of the Arctic.

Bierstad specializé in sweepig views of thrilling
naturd wonders His caree coincidal with the westwad
movemei begwn by the forty-niners and their wagm
trains At the age of 29, Bierstad joined a survey tean
mappirg a westwad route Face to face with the Rocky

Mountains he found his persond mothe lode sketchirg the overwhelmimg
vistas of the mountains When he returnel to his New York studig he sur
roundeal himsef with photographssketchesIndian artifacts and animd tro-

Bierstadt, “The Rocky Mountains,” 1863, MMA,
NY. Bierdstodt captured the adventurous frontier spirit as
well as the concept of the noble savage in harmony with
nature.

phies ard began to paint the views of the American Weg tha made him world

famous

"The Rocky Mountaing is one
of Bierstadts typicd images of the
Wegs as a Garden of Eden He
employea his usud composition
devices of a highly detailed fore-
grourd (the peacefti encampmenof
Shoshoe Indiang and distan soar
ing mountairs pierced by a shat of
sunlight His paintings were like a
commerci for westwad expansion
as if that were Americas Manifes
Destiny,

THE P. T. BARNUM OF AMERICAN ART

Bierstadt's paintings were as vast in scale as the scenes he depicted — wall-sized canvases as big as a 9'xl 2' rug. A running
joke was that his next subject would be "all outdoors" and that he had huilt a chateau near the widest part of the Hudson River so he would have

GENRE PAINTING: THE AMERICAN DREAM IN ACTION

Gentre painting alo gainal respet in the first half of the nineteentt century
No longe placeal on paintings lowed rung, thes scens of the commm pec

ple engagd in everyda activity were enormousf popular

Bingham, "Fur Traders Descending the Missouri,"
1845, MMA, NY. In this classic "genre"painting, Bingham
romanticizes the settling of the Wild West.

BINGHAM: SON OF THE PIONEERS. The first importart painte of the
Weg was George Caleb Bingham (1811-79) known for his
scena of frontier life. Criticized in the Eag for uncouh subjecs
like riverboatmea playing cards fishing, and chewirg tobaccg he

sav himsef as a socid historian immortalizing pionee life.

Unlike mary othe artiss who took the wildernes as a sub
ject, Binghan was pat of the life he portrayed He spen his
childhoad on a hard-scrabld farm in Missoui and was appren
ticed to a cabinetmakebefore trying his hard at sign painting
He taugh himsef to paint with a how-to manua anrd homemae
pigments then took off down the Missouti and Mississipp rivers
painting portraits Binghan was som acclaimel for celebratimg
the march weg and the activities of the frontier. To Bingham the
commonplae was grard ard bargeme a ahoedow were just as

noble as ancien heroes in battle
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REALISM

During the first half of the nine-
teenh century as artistic wars
betwea Neoclassicim and Roman
ticism raged Realism a force that
would dominate art for the seconl
half of the century slowly began to
emerge With the first grindings of
the Machine Age, Neoclassicisng
anachronism and Romanticisms
escapisn would prove to be no
matc for Realisms had edge

In a senseRealisn had always
been a patt of Westen art During
the Renaissanceartiss overcane al
technica limitations and represent
ed nature with photographe accu

racy. From van Eyck to Vermee to ) ) , . - .
Velazquez artiss approximate Daumier, "The Third-Class Carriage," ¢. 1862, MMA, NY. A spiritual heir to William Hogarth, Honore Daumier
] a _Z ] PP ; (1808-79) drew savagely satirical caricatures that punctured the pomposity of Royalists, Boaapartists, ond politicians. King
visud reality with consumma skill. Louis Philippe jailed Daumier for his cartoon of the king swallowing "bags of gold extorted from the people." Still Daumier
But before Realism artists in the continued his attacks. "Jhe Third-Class Carriage" portrayed working-class passengers as dignified, despite being crammed
m ge" portray! g-Class passeng g P 9
nineteenh centuy modified together like lemmings. This was the earliest pictorial representation of the dehumanizing effect of modern transportation.

their subjecs by idealizing or sensa
tionalizing them

The "new" Realign _ o . . _

insisted on precie ROSA BONHEUR (1822-99) was the nineteenth century's leading painter of animals. Her pictures of sheep, cows, tigers, and wolves reflected her
S . passion for the animal kingdom. When someone reproached her saying," You are not fond of society," the French artist replied, "That depends on what
imitation of visud oy meanby society. | am neverfired of my brute friends.” Her home in Paris was a menagerie of goats, peacacks, chickens, even a steer, waadering in
perceptiors without and out of the studio. When she painted outdoors, dogs lay about her in a circle.

alteration Realisms
subje¢ matta was Bonheur's lifelike images reflected her thorough research. For “The Horse Fair," Bonheur sketched at the Paris horse market for a year and a half, disguised as am
also totally different
Artists limited them
selves to facts of the
moden world as they
personaly experk
encal them only
what they could se
or touch was consid
erad real Gods god
dessesamnd heroes of
antiquity were out.
Peasad and the
urban working clas
were in. In everythirg
from color to subjed
matter, Realisgn
brough a sene of
muted sobriey to art
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FRENCH REALISM

COURBET. The fathe of the Realig
movemen was Gustaw Courbd
(pronounce Koor BAY; 1819-77)
A man of grea pragmatism he
defied the conventionatase for his-
tory paintings and poetic subjects
insisting tha "painting is essentialf
a concree art and mug be applid
to red and existing things! When
askal to paint angels he replied "I
have neve sea angels Shov me an
ange and | will pairt one*

His credo was "everything
that does not appea on the retina is
outsice the domah of painting; As
a result Courbe limited himsef to
subjecs close to home like "Burial
at Ornang a22-foot-lorg canvas
portraying a provincid funerd in
bles earh tones Neve before had
a scere of plain folk been paintel in
the epic size reserve for grandio®
history paintings Critics howled
that it was hopelesst vulgar.

When an art jury refusa to
exhibit what Courbé considerd
his mog importart work, "Interior
of My Studio;' the painte built his
own exhibition hal (actualy a shed
called the "Pavilion of Realismi —
the first one-ma showv ever There
was nothing restrainel abou
Courbet He loudly defendd the
working clas and was jailed for six
montts for tearirg down a Napoleon
ic monument He detestd the the-
atricality of Academc art, his drab
figures at everydy tasls expressd
what Baudelaie termed the "hero
ism of moden life."

Corot, "Ville d'Avray,"
1870, MVA, NY. Barbizon painters like Corot
painted directly from nature.

Courbet, "Interior of My Studio, a Real Allegory Summing Up Seven Years of My Life as an Artist,"
1854-55, Musee d'Orsay, Paris. Courbet portrays the two spheres of influence that affected his art. At left are the ordinary
people that are his subjects, and at right, representatives of the Paris art world. Jhe focal point is a self-portrait of the artist.
His pivotal position between the two worlds implied that the artist was something of a go-between, linking the real world to

the art world.

THE BARBIZON SCHOOL: REALISTIC
FRENCH COUNTRYSIDES. Influenced
by Constable who painted actud
scena rathe than imaginel ones a
group of landscap paintes known
as the Barbizan Schod brough the
same freshnes to Frend art Begin
ning in the 1830s they paintel out
doors nea the town of Barbizon
The mog famows names associatd
with this schod were Millet and
Corot

COROT: MISTY TREES. Jean-Baptiste
Camille Corat (pronounce Kore
ROH; 1796-187% was taugh "to
reprodue as scrupulousy as posst
ble whet | sav in front of me!" He
brough anatural objective style to
landscap painting capturirg the
quality of a particula place a a par
ticular moment Cora usel a limit-
ed palete of pearly, silvery tones

with olive green and soft, wispy
strokes The neary monochromat
landscaps of his later years were so
popula they hawe becone sone of
the mog widely forged paintings in
the world, giving rise to the com
ment "Corot painted 3,000 paint
ings, of which 6,0 are in America'

Peasant Portraits. Jean-Francois Millet (pro-
nounced Mee LA'Y; 1814-75) is forever linked to
portrayals of rural laborers plowing, sowing seed, and
harvesting. Born to a peasant family, he once said he
desired "to make the trivial serve to express the sub-
lime. " Before, peasants were invariobly portrayed as
doltish. Millet gave them a sturdy dignity.

Millet, "The Sower," ¢. 1850, Museum of
Fine Arts, Boston.



AMERICAN REALISM

HOMER. "Heis agenuire painter; novelig Henry Jame sad
of Winslow Home (1836-1910) "To see ard to reprodue
what he seesis his only care’ A self-taugh artist Homer
steerd clea of outsice influenae and theory, basirg his work
on dired observatio of nature "When | hawe selecté the
thing carefully; he sad of his method "l paint it exacty as it
appears. His skill made him the major American marine
painte and watercoloris of all time.

First apprenticd to a lithographer Homer becane a
successfuillustratar for popula magazinesHis drawings of
idyllic farm scens ard girls playing croqué kept him steadiy
employed As a Civil War artist he producel illustrations of canp life. At the
age of 27, he began — without instruction — to pairt in oils. Homers friends
thought his totd indifference to Europea art was "almog ludicrous; but
Homer insisted on inventing himself "If a man wans to be an artist;" he said
"he shoutl neve look at paintings"

CRASHING WAVES AND STORMY SEAS. In the 188Gs Home retreatel to Maine
where he began to pairnt the raging sea In shipwre& paintings like "The Gulf
Streani and "The Life Line,” man-against-the-elemenbecane a recurren
theme Later Homer droppeal human figures from his sea painting altogethe
and simply portrayeal high winds driving blue-grea waves agains$ bouldes
unde gray skies He sometime waited days for just the right light, dashirmy
out a midnight to pain moonlight on the waves His ability to portray harsh
stormy weather to the point where you can almog fed the icy spray remairs
unmatched

At the age of 38 Home strud out in a new direction Watercolos had
long been useal by artiss in preparatoy studies but Homer was the first to
display his watercolos as finished works and therely installed the form as a
major medium His marine watercolos are luminous and brightly colored
with patche of white pape left radiart like the glaring tropicd sun In the
hand of othe painters watercolos often looked anemi¢ but in Homers bold
style they had the authoriy of oils.

REALISM
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Homer, "Snap the Whip," 1872, MMA, NY. Homer
brought o new realism to genre pointing, presenting exuber-

antimages of rural America.

WATERCOLOR

Invented by ancient Egyptians and used by Renais-
sance artist Durer to fint ink drawings, the watercolor
come into its own in the mid-nineteenth century as a
vehicle for painting English landscapes. Used before pri-
marily for sketches, the wotercolor was finally recog-
nized as a technique with its own potential.

Although most beginning artists start with
watercolor because the clean-up and materials (brush,
paint box, paper, and water) are simple, it is actually a
very demanding medium. Its significant characteristics
are the fluidity and transparency of the point, which
allows the white background to show through. Artists
who have used watercolor with special skill are
Cezanne, Sargent, Dufy, Grosz, Klee, and especially

Winslow Homer and John Marin.

Homer, "Sloop, Nassau," 1899, MMA, NY. Homer

was America's premier marine painter and watercolonst, fas-
cinated by the power ond energy of the sea.
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EAKINS: THE ANATOMIST. Thomes Eakins (pronounce AY kins, 1844-1916
was sud an uncompromisig realig tha when he decidel to paint a crucifix-
ion, he strappel his modd to a cross His first concern he maintained
whethe painting a religious picture or, more commonly, portraits and

Philadelpha scenesweas to ge the anatony right.

Eakins approachd his professim logically and sys
tematically masterimg the necessar technicé skills in pro-
gressie stages To leam anatomy he dissectd cadaves ard
becane so knowledgeab# on the subjed¢ he lecture to
medicd students He plotted out the perspectie of his
-paintings with mathematichprecision laying out the struc
ture in grids by mechanichdrawing He was as straightfor
ward as artiss came "l hat affectation’ he wrote. "l am
learnirg to malke solid, heay work."

RADICAL TEACHING METHOD. As directa of the Pennsylvara
Academy Eakins revolutionized art instruction The
acceptd practie was to draw from plaste cass of ancien
sculpture Eakins detestd sud second-had learning
"The Greels did not study the antique’; he said "Nature is
just as varied and just as beautifd in our day as she was in
the time of Phidias" He required studens to draw the
nude from life, studyirg its motion and anatomy The idea
was aheal of its time: when he insisted on a clas of both
men and women drawing from wha a newspape called
"the absolué nude; Eakins was fired in disgrace Indeed

STARK REALISM. Eakins depicts an actual breast-cancer operation by the surgeon Dr.
Agnew, who lectures to medical students. Critics considered Eakins's "anatomy lessons"
a"degradation of art" and denounced him as a "butcher" for his graphic portrayals. The
Pennsylvania Academy refused to display the painting at its exhibition, but for Eakins,
clinical fact made the painting all the more truthful.

Eakins, "The Agnew Clink," 1889, University of Pennsylvania, Philadelphia.
L

mary of Eakins attitudes were ahea of their time. When professionbcarees
were closal to women ard blacks he encouragé them to study art One of his

pupils, Henty O. Tanne (1859-1937) becane
the first importart bladk painte and the mog
successfubladk American artigs before Romae
Bearde ard Jacd Lawrence

PORTRAITS. From the late 18705 on, Eakins
painted mostly portraits Eadc capturel the
essene of the individual, yet becaus he neve
flattered a sitter, mary customes refusel the
commissiond works. "The negatiwe respons
was often brutally discourteos and disagree
able;" wrote his biographer Of those accepted
an inordinae numbe — probaby 10 percen —
were destroyed Today Eakins is considerd
Americas fineg nineteenth-centyrpainte and
in the opinion of many, the greates painte

Eakins, "Pole-Vaulter: Multiple Exposure Photograph of George Reynolds,”

America has produced

1884-85, MMA, NY. Eakins was a pioneer in the new technique of photography. Anticipating the
invention of the movie camera, he, with Eadweord Muybridge, was first to take rapid, multiple expo-
sures. Eakins used photo sequences of a man running or hurling a javelin to analyze the anatomy of
movement.



WHISTLER: ART FOR ART'S SAKE. James Abbott McNeill
Whistler (1834-1903 was one of the mod controversia
artists of the nineteenh centuy and a leadirg theorett
cian of the Art for Art's Sale doctrine Before a painting
is anythirg else Whistler maintained it is, first and fore-
most a blark surfa@ coveral with colors in varying pat
terns His portraits landscapesand night pictures were
less representationof a subjed¢ than experimens in dec
orative design He intendel no mord uplift in his paint
ings, saying "Art shoul be independenof all claptrap®
This radicd notion tha a desig exiss in ard of itself, not
to descrile a subjet or tell a story, would later chang the
course of Westen art, just as his paintings were precur
sors of moden abstraction

Whistlers life was as unconventionhas his art Bom
in Lowell, Massachusettde spern much of his childhod
in St PetersburgRussia which he claimed as his birth-
place "l shal be bom when and where | want and | do
not choo® to be bom in Lowell," he said After flunking
out of Wed Point for a "deficiengy in chemistry!
Whistler bounce arourd without a professim until read
ing in La Vie de bohemeof the wild life of Parisian art stu
dents At the age of 21 he sailed for Europe neve to
retum to America

Whistler played the bohemia to the hilt, flaunting
his relationshp with his red-hairel model/mistres and
paradirg conspicuousi abou London in foppish dress
With his lavish life-style, he was frequenty in debt He
pawnel his jackd for an iced tea on a hot day, and once
after a meal announced "l hawe just eaten my wash
stand! Given to public tantrums Whistler upbraide the

Whistler, "Arrangement in Gray and Black No. 1," 1872, Musee d'Orsay, Paris.

Whistler's strong sense of pattern and design made him insist that this pointing was about shapes

and colors, not his mother.
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Whistler, "Noctume in Black and Gold: The Falling Rocket," 1875, Detroit
Institute of Arts. This pointing of fireworks in the night sky foreshadowed abstraction.

"Philistines' who failed to apprecia¢ his work. His
insulting diatribes to the pres promptel Degass warn
ing, "My friend, you behaw as if you had no talent”

One notoriows dispute shockel all of London
When Whistler exhibited "Nocturre in Black and Gold:
The Falling Rocket; the influentid critic Joln Ruskn
denouncd it as an affront to art and likened it to "fling-
ing a pot of paint in the public's face! Outraged
Whistler suel for libel. In the widely publicized trial, he
testified with caustt wit. When askal to justify a fee of
200 guinea for wha Ruskn maintain& was a "slovenly'
painting execute in a maximum of two days Whistler
sad its price was basel on "the knowledg of alifetime.”
He explainal the paintings lack of identifiable objects
"I hawe meart to dived the picture from arny outside
anecdothsot of interest ... It is an arrangemenof line,
form, and color first."

Whistler's mog famouws work, "Arrangemen in
Gray and Black No.l," is universaly and incorrectly
known as "Whistler's Mother! The artis believel the
identity of the sitter was irrelevar to the painting calling
it an "arrangemert of forms. Whistler seeme to be
heedirg the advice of his friend Frentd poda Mallarme to
"paint not the thing, but the effed that it produces.
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SARGENT: PORTRAITS OF HIGH SOCI-
ETY.Thelag gredliteral portrait
painte (before the camen made
such art less in demand was Jom
Singe Sargem (1856-1925) Truly
an internationd artist, he was
describe as "an American bom in
Italy, educatd in France who looks
like a German speals like an
Englishman and paints like a
Spaniard! Although he painted
with Monet at Giverny, Sargen
modela himsef after the Spani$
painte Velazquez the acknowt
edgal maste of visud realism

Sargens childhoad was root-
less as his American parens flitted
from one hotd to anothe all over
the Continent By 19 Sargen had
begwn forma art training in Paris
and by the age of 25 he was alread
a sensatia — thoud not the kind
he had hopeal for. The work which
was to hawe cementd his reputatio
createl a scandainstead Sargem
painted a bold, full-length portrai
of a famouws Parisian beauty posel
in a deepy cut gown her strgp dan
gling immodesty off her shoulde

Sargent, "Mr. and Mrs. |. N. Phelps
Stokes," 1897, MMA, NY. Sargent painted por-
traits of high society in on elegant, elongated style.

EARLY PHOTO-REALISM

Harnett, "Still Life - Violin and Music," 1888, MMA, NY.

7 Michael Hamett (1848-92) was the most emulat-
ed American still life painter of his generation. His micro-
scopically accurate paintings of ordinary objects (called
"deceptions") were o convincing, they literally "fooled the
eye" (the meaning of the term "ttompe Toeil"). Spectators
had to be fenced off to keep them from wearing away the
paint by touching. While academic painters exhibited their
prettified nudes in the Paris Salon, Harnett's work hung in
saloons. In fact, a Harnett trompe I'oeil made one pub so
famous, people lined up to gape at the pointing. Regulars

routinely won bets with customers who insisted the painted

objects were real. Harnett was nearly arrested by Treasury
agents who considered his pictures of currency to be coun-
terfeiting.

"Still Life—Violin and Music," is a tour de force
of realism. Through the use of shadows (the sheet music
and calling card are shown with edges bent, the door
stands ajar), Harnett simulates a wide range of depth. The
objects are arranged with geometrical precision. Vertical
axes (the bow, wood slats, and metal latch) intersect hori-
zontal lines defined by hinges and wood frame. The slight-

est rearranging of any object would upset the composition's

careful balance.

(he later painted over the strap
restorirg it to propriety) Although
he called the painting "Madane X,"
everyore recognize the subject
and, with her shockig lavende
makeup she becane the laughimg
stodk of Paris Her mothe demand
ed tha he withdraw the work from
view. Shockel by the responsge Sar
gern left Pars for London where he
vowed to abandm franknes for
flattery in all future portraits
Sargen had a gift for posirg
his prosperos subjecs naturaly to
bring them to life. When askel if he
sough to representhe inner persm
behird the veil, Sargen replied "If
there was aveil, | shoul paint the
veil. | can only pairt wha | see'

THE SOCIAL REGISTER. Witty, urbane
and perfectly at ea® amorg the
uppe crust Sargem could pick his
subject and name his price. He
excelle at the "portrait d'apparat,
or portrait of a pers;n — usually

rich and powerfd — in his or her
home setting Although he concen
trated on the full-length figure, his
portraits included opulert acces
sories like Ming vasesyards of satin
red velvet draperies and gleamirg
gold.

In "Mr. and Mrs. |I. N. Phels
Stokes; Sargenintendel to portray
only Mrs. Stokes in avan Dyck pose
with a huge dog at her side Unfor-
tunately no Doberman was avait
able so he sketchiy substitutel her
husbangd whos vague shadow
face indicates he was clearly an
afterthought Sargen lavishal more
care on the crisply drawn femak fig-
ure, her face radiart with intelli-
gene ard charm The shap folds of
her starchel skirt sere to elongaé
her height and exaggerat her slen
dernes in Sargeng clean linear
design Sud elegam paintings in the
tradition of Gainsborou@ and
Reynold macde Sargeh a huge suc
ces on both sides of the Atlantic.



ARCHITECTURE FOR
THE INDUSTRIAL AGE

For much of the nineteenh century reviva styles like pseudo-Grele or
Roman temples and update Gothic castles dominate architecture When the
Industrid Revoluticm made new materiab like cast-irm suppors available
architecs at first disguisel them in NeoclassichCorinthian columns Only in
purely utilitarian structure like suspensio bridges railroad sheds and facto
ries was cag iron usel without ornament Gradually however an awarenes
grew tha new materias and engineerig method demandd a new style as
practicd as the Age of Realign itself.

The Crystd Pala@ (1850-51) housirg the first World's Fair in London
demonstraté the aesthett possibilities of a cast-iran framework Josep Pax
ton (1801-65) an enginee who specializé in greenhousesdesigne the iron-
and-glas structue as a huge conservatoy coverirg 21 acres and enclosig
mature trees already on the site Becaus machines stampe out cast-irm ele-
ments in prefabricatd shapesconstructimm was a snap In an astonishig six
months workers put the building togethe like a giant erecto set A barret
vaulted transep of multiple panes of glas in an iron skeletm ran the lengh of
the building. Interior space flooded with light, seemd infinite, the structue
itseff almog weightless

Paxton, The Crystal Palace, 1850-51, (destroyed by fire, 1935), Guildhall Library, London. The Crystal Poke was the
hist irormnd-glass structure built on such a huge scale that showed industrial materials were both functional and beautiful.

ARCHITECTURE FOR THE INDUSTRIAL AGE

ARTSPEAK

‘Realism " is one of the few terms used in art crit-
icism where the style and the actual meaning of
the word are one and the same. Many other art
terms, however, have specialize d meaning s that
can confus e the beginner . The followin g is a list
of frequentl y used art terms that can seem like
doublespeak .

RELIEF — a projectin g design carved or modele d
on a flat background .

PERSPECTIVE — a techniqu e for representin g
space and three-dimensiona | objects on a flat sur-
face.

FIGURATIVE — style that accurately represents
figures, animals, or other recognizabl e objects
(also called representational ; its opposit e is
abstracto r nonobjective) .

GRAPHIC — art on a flat surface based on draw-
ing and use of line (as opposed to color or relief);
especiall y applied to printmaking .

PLANE — a flat, two-dimensiona | surface with a
defined boundary .

STATIC — arrangemen t of shapes, lines, colors
that reduces visual movement when looking at a

pictur e (opposit e of dynamic) .

FLAT — withou t illusio n of volum e or depth; also
pure color lackin g gradation s of tone.

COMPLEMENTARY — opposit e colors on the
color wheel (green/red, orange/blue) .

VALUES — degree of light or dark in a color.

MONUMENTAL — pertainin g to monuments ;
heroic scale.

89
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Eiffel, Eiffel Tower, 1889, Paris. A triumph of modem engineering, the Eiffel Jower flaunted
its iron-and-steel skeleton, devoid of allusions to past architectural styles.

Use of cag iron sprea afte mid-century permit
ting buildings to be bigger, more economical ard fire-
resistant Mary buildings with cag iron facade still stard
in New York's SoHo district, ard the United States Capk
tol dome was constructd of cast-ira in 1850-65 After
1860 when steé was available vad space could be
enclose speedily The invention of the elevate allowed
buildings to grow vertically as well as horizontally,
preparirg for the adven of the skyscraper

The greates marvd of engineerilg and construe
tion of the age was the Eiffel Tower. Built as the centrd
feature of the 188 Pars Exhibition, at 984 fed it was the
world's talleg structure The Towe consistel of 7,30
tons of iron and steé¢ connectd by 2.5 million rivets It
becane a daring symbd of the moden industrid era

ARTS AND CRAFTS. Countering the growing prestige of Industrialism was
the Arts and Crafts Movement led by British author and designer William
Morris (1834-96). Throughout Europe and America, the Arts and Crafts
Movement of the late nineteenth century influenced decorative arts from wall-
paper and textiles to book design. The group advocated a return to the handi-
craft tradition of art "made by the people, and for the people, as a happiness
to the maker and the user." Morris succeeded temporarily in reviving quality
in design and craftsmanship, which was threatened with extinction by mass
production. He did not, however, achieve his goal of art for the masses. Hand-
made objects were simply too expensive.

The Arts and Crafts Movement was influenced by the Pre-Raphaelite
Brotherhood, an earlier English art group formed in 1848 to restore art to the
"purity” of Italian art before Raphael. It included the painters W. H. Hunt,

J. E Millais, and D. 6. Rossetti.

Morris, "Cray" chintz, 1884, Victoria & Albert Museum, London.



Art Nouveay which flourished betwea 1890 ard World War I, was an inter-
nationd ornamenthstyle opposel to the sterility of the Industrid Age. Art
Nouveai relied upon twining, flowering forms to counte the unaesthet look
of machine-mad products Whethe called Jugendsti (Youth Style) in Ger
many, Modernisain Spain Sezessiondtiin Austria, Stile Liberty in Italy, or
Style Moderre in France Art Nouveal was easiyy recognizalg by its sinuots
lines ard tendrillike curves It was usal to maximum effectivenes in the archt
tecture of Antonio Gaud (see p. 65 ard the Belgian Victor Horta, ard in inte-
rior desiqn of the periad in general Art Nouveaus trademak wate lily shape
exertel a pervasie influence on the applied arts suc as wrought-irm work,
jewelry, glass and typography

BEARDSLEY: AESTHETIC DECADENCE. Aubrey Beardsly (1872-9§ was an illustra-
tor whose curvilinea drawings ideally reflea Art Nouveal design Beardsleys
black-and-whié illustratiors for his friend Osca Wilde's Salomecause a sen
sation when the bodk was published In one illustration Salone kisses the sev
ered heal of Jom the Baptist whos dripping blood forms a stem The draw
ing's perverg erotician typified fin-de-siecé decadenceBeardslg eliminated
shadirg in his grapht art, contrastig bladk and white patterrs in flowing,
organt motifs.

TIFFANY: GLASS MENAGERIE. The epitonme of Art
Nouveaus creeping-vir motif was the glass
work of American Louis Comfort Tiffany
(1848-1933) Tiffany's lamps cascadd with
stained-glas wisterig his vase blossomé into
lotuses and his stained-glas windows dripped
clusters of grapes Whateve the object all
Tiffany desigrs were bowers of willowy leaves
and petak in gleamirg colors

Son of the founde of New York's Tiffany's
jewelers Tiffany studied painting then designe
stained-glas windows for churches When he
replacel martyrs and sains with poppies and
peacocks his work becane immensey populat
In the floral, landscapd windows celebratimg
natures profusion Tiffany create some of the
mog innovative glasswok ever

Tiffany studios, "Grape Vine,"
1905, MMA, NY. Tiffany's Aft Nouveau
works in stained glass reflected his two
passions: nature and color.
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Beardsley, "Salome," 1892, Princeton University
Library. Beardsley used Art Nouveau's sinuous, curving lines
based on plant forms.
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BIRTH OF PHOTOGRAPRY

In the early nineteenh centul scientific discoverie in
optics and chemisty convergel to produce a new art
form: photographyIn 1826 Frent chemid Nicephoe
Niepce (1765-1833 mack the first surviving photograph
ic image aview of the courtyad outside his home To
obtain the haz image Niepoe expose a polished pewte
plate for eight hours

His collaborator Louis-J.-M. Daguere (1789
1851) invented a more practicd proces of photograply
in 1837 His first picture "Still Life," was a brilliantly
detailed view of a corne of his studig expose for 10 to
15 minutes In 183 Daguere inadvertenty took the ear
liest known photograj of a human being His picture of
a Parisia boulevad known to hawe been crowdel with
rushing pedestrian is eerily empt of life, excep for a
man having his shoes shined — the only human being
who stodl still long enoudh for his image to registe dur-
ing the long exposure

An Englishman William Henty Fox Talba (1800

Niepce, "View from His Window at Gras," 1826, Gernsheim Collection, University of
Texas at Austin. This is the hist surviving photograph, exposed for eight hours.

77), further improved the proces of photograply with
his invention of calotypes or the photo negative
announce in 1839 He had begwun experimentig by
pressimg leaves feathers and pieces of lace againg pre-
pared pape tha was exposeé to sunlight His later prints
of projecta images were blurred comparel to the shap
daguerreotypesbut were achievel with pape negatives
and pape prints

Other advancs som followed. In 1851 aproces
called wet-plat reducel exposue time to second and
produceal prints almog as preci® as Daguerre'sThen the
tintype was invented with an image on a thin metd plate
insteal of delicak glass Next the dry-platk liberated the
photographe from dashimg into the darkroam immedk
ately. Not only would the image ke longe before devel
oping, the spea of exposue was so fag the photogra
pher no longe needel atripod. By 185§ instart photog
raphy replacel the daguerreotypeln the 1880s portabk
hand-hetl camera ard roll film took over.

Daguerre, "A Portrait of Charles L. Smith," 1843, International Museum of Photog-

raphy ot George Eastman House, Rochester, NY. Daguerre invented a practical method of photography.



TRAVEL PHOTOGRAPHY. Professionh
photographes swarmea to waywand
locales to documen far-off wondes
and feed the public's appetie for
the exotic. Suddeny the pyramids
and sphinxes of Egypt, Old Faithfu
erupting Niagafa Falls, and the
Grand Canym were accessibd to
armchar travelers Thes first
mobile shutterbug surmounte

O'Sullivan, "Canyon de Chelly, Arizona," 1867,
international Museum of Photography of George Eastman
House, Rochester NY. Travel photographs of the American

formidable difficulties, lugging
heaw equipmen and fragile plates
up Alpine peaks working unde
broiling sun and then in the stifling
gloom of portablk darkrooms
Blackeneal fingers clothes corrodel
by silver nitrate, and often grea
physicd dange could not daurt the
early pionees of photography

WAR PHOTOGRAPHY AND MATTHEW
BRADY. In more than 7,000 nega
tives, Matthew Brady (1823-96

Brady, "Ambulance Wagons and Drivers at
Harewood Hospital," 1863, Library of Congress, Wash-
ington, DC. Civil War photographer Brady's authentic pic-

West convinced Eastem legislators to establish the first national parkgres demonstrated the new medium's claim to be a "mirror

with a memory."
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Fox Talbot, "Sailing Craft," ¢ 1844,
Science Museum, London. Fox Talbot devel-
oped paper negatives and prints.

brough home the horrors of the
Civil War. "A spirit in my fee sad
go, and | went," he explained In
addition to his spirit, he had to take
along a wagonloa of equipment
Troops called his darkroan on
wheek the "Whatsit' wagon It
often becane the targd of eneny
fire as Brady crouchel inside pro-
cessim glas plates while battles
raged arourd him. Since it took
three minutes to make an impres
sion on a plate Brady was confined
to pictures of soldiers posing in
camp battlefields and corpses
in trenches His photos of
skeletors with cantees still
slung arourd them recorda
the grim reality of war with a
heretofore-unknow authentie
ity and inspired Lincoln's Get
tysbuig Address
At Bull Run, Brady was
almog killed and was lost for
three days Still wearing his
long linen duster straw hat,
and aborrowal sword a gaurt
and hungly Brady straggle
into Washington After loading
up on new supplies he rushal badk
to the front.
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DOCUMENTARY PHOTOGRAPHY. Jacd
Riis (1849-1912 was a New York
police reporte who had direct
experiene with the violence of sor
did city slums After flash gunpow
der (the equivalen of a modemn
flashbulh was invented he had the
elemen of surprie on his side and
invaded robbers hangouts sweat
shops and squald tenemens to
documen appallirg conditiors on
Manhattans Lower Ead Side Riis
publishel the shockirg detaik in
newspape exposes and a book,
How the Other Half Lives (1890)
His grapht images led to the first
legislation to reform housirg codes
and labar laws

Riis, "Street Arabs in the Area of Mulberry Street," c. 1889, Jacob A. Ris Collection, Museum of
the City of New York. Muckraking photojoumalist Riis documented unsavory king and working conditions among

the urban poor, as in this shot of homeless children.

PORTRAIT PHOTOGRAPHY. Nada
(1820-1910) a Frend caricaturist
bega to photograp the leading
artistic figures of Pars in 1853 His
portraits of luminaries like George
Sand Corot, Daumier and Sard
Bernhard were more than just stiff
documentay portraits He con
ceived posed and lighted the fig-
ures to highlight their characte
traits. For instance in his photo
graph of Bernhardt the archetyph
tragic actress he poseal her swathel
in a dramatc sweeg of drapery
Nada was amory the first to use
electric light for photograpk and
invented aerid photography hover
ing abowe Pars in a hot air balloon
He built one of the larges balloors
in the world, Le Geart ("the
giant"), and was once swep awg to
Germaly ard draggel 25 miles over
rough terrain before he could halt
the runawg craft

Nadar, "Sarah Bemhardt," 1859, International
Museum of Photography at George Eastman House,
Rochester, NY. Hadar photographed Paris's leading
lights like the famed actress.



Cameron, "Call, | follow; | follow; let me die," c. 1867, Royal Photographic Society,
Bath. Cameron was the first to shoot pictures out of focus in order to convey atmosphere.

EARLY PORTRAIT
PHOTOGRAPHY

It's no wonder our ancestors look stiff and grim in early daguerreotypes, given the pain

involved in capturing an image. To take the first photo portraits, Samuel F. B. Morse made, his wife and dauglteasihepagistifusianixeninstea e roofbadsiiding dngkarinadightovisbtheingies closed (he later poir
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ART PHOTOGRAPHY. Julia Margare Camerm (1815-79
wanted to captue nothing less than ided beauty When
given a camen at the age of 48, she begax making por-
traits of famous Victorians who alo happend to be her
friends Tennyson Carlyle, Browning, Darwin, and
Longfellow. Camera excellae at defining personaliy in
intense portraits ard said "When | haw had such men
before my camea my whole sod has endeavoreé to do its
duty towards them in recordirg faithfully the greatnes of
the inner as well as the features of the outer man The
photograp thus taken has been almog the embodimen
of a prayer! She was first to hawe lenses specialy built for
a soft-focws effed in he allegorica and often overly senti
mentd gene pictures

PHOTOGRAPHY'S IMPACT ON PAINTING

When the French romantic painter
Delaroche, known for his painstakingly
detailed scenes, heard of the first photo-
graph, he proclaimed, "From this day,
painting is dead I" The art of painting
miniature portraits was immediately
doomed, replaced by the ubiquitous
daguerreotypes which could be ready in fit
teen minutes for 12y, cents. The Fouve
painter Vlaminck spoke for fearful painters
when he said, "We hate everything that
has to do with the photograph.”

Other artists viewed photographs
as helpful adjuncts. Delacroix used them
as studies for hord-to-hold poses, saying,

Daguerreotype as it should be used, and
he wil raise himself to a height that we do
not know." His biter rival, Ingres, denied
that photographs could ever be fine art but
also used them as portrait studies, admir-
ing "their exactitude that | would like to
achieve." His portraits have a silvery style
similar to daguerreotypes.

Soon many pointers saw the
advantage of using photographs for por-
traits instead of interminable sittings. After
artists had reproduced the camera like-

ness, the subject had only to sit for final
color touch-ups. Bierstadt found photos
useful models for his panoramic land-
scapes, while Courbet and Manet also
used them. Degas's frozen-action shots
helped him devise unusual poses and
unconventional compositions. Within three
generations after the invention of photog-
raphy, painters abandoned the image for
abstraction.

Gradually photographers began
to insist their craft was more than a trade
of snapping portraits or groundwork for
painting but a fine art in itself. As the writ-
er Lamartine put it, photography was

nomenon, where the artist collaborates
with the sun." The camera excelled at
reproducing images realistically, but pho-
tographers aspired to imitate painting. To
compete with the artist's imagination, "art
photographers" began to shoot images
slightly out of focus, retouch negatives,
add paint to prints, superimpose nega-
tives, and otherwise manipulate the
mechanically produced images. A new art
form for the post-Industrial-Revolution
world was bomn.
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IMPRESSIONISM:

LET TRERE BE COLOR AND LIGHT

The movememn known as Impres
sionian marke the first totd artis
tic revolution sine the Renaissance
Born in Frane in the early 1860s in
its pureg form it lasted only until
1886 but it nevertheles determine
the cours of mog art tha followed.
Impressionism radically departel
from tradition by rejectirg Renais
sane perspectivebalance compo
sition, idealized figures and
chiaroscuro Instead the Impres
sioniss representeé immediae visw-
al sensatios through color and
light.

Their main god was to presen
an "impression or the initial sen

sory perceptiors recorde by an
artist in a brief glimpse They built
on Leonardo$ observatio that a
persons face and clothes appea
green when walking through a sunlit
field. Color, they discoveredis not
an intrinsic, permanen characteris
tic of an objea but change con
stantly accordirg to the effect of
light, reflection or weathe on the
objects surface

To med the challeng of por-
traying such fleeting qualities of
light, they creata a distinctive
short chopypy brushstroke Thes
brightly colored spots formed a
mosac of irregula dauls throbbirg

with enery like the pulsebetof life
or the shimme of light on water At
close range the Impressionists
daubs of pure color side by side
looked unintelligible, causim critics
to charge they "fired paint at the
canva with a pistol." At adistance
however the eye fused separa¢
streals of blue and yellow, for
instance into green making ead
hue seen more inten® than if mixed
on a palette Even their painte
shadove were not gray or blak (the
absene of color which they
abhorred but composd of mary
colors

Monet, “Impression:
Sunrise," 1872, Musee Mar-
mottan, Paris. In 1874 Degas,
Sisiey, Pissarro, Morisot,
Renoir, and Monet, among oth-
ers, mounted their first group
exhibition, which included
"Impression: Sunrise." This
painting earned the group the
name "Impressionists, "coined
by a critic as a derogatory slur
on the "unfinished" nature of
the work. (The term "impres-
sion" had before been used to
denote a rapid, sketchlike treat-
ment or first intuitive response
to a subject.) Here Monet's
blobs and streaks of color indi-
cating ripples and boots at
dawn were the finished paint-
ing. The name stuck.



HOW TO TELL THEM APART

IMPRESSIONISM

It doesn't help that Manet's and Monet's names are almost identica | or that the whole group often painted the same scenes in virtuall y indistinguish -

able canvases. First impression s can be deceiving , however . Basic difference s are just as strikin g as the similarities .

Monet, “"Rouen Cathedral,”
1892-94, Museum of Fine Arts,
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Boston.
Renoir, "Le Moulin de la Galette,"
1876, Musee d'Orsay, Paris.
Manet, "Bar at the Folies-Bergere,"
1882, Courtauld Institute, London.
Degas, "Prima Ballerina,"
¢. 1876, Musee d'Orsay, Paris.
ARTIST MANET MONET RENOIR DEGAS
Updated Old Masters themes, paint- Landscapes , waterfron t scenes, series | Voluptuous , peach-skinne d female Pastel portrait s of human figure in
SUBJECTS . . - . . ) .
ed contemporar y scenes with hard on field of poppies , cliffs, haystacks, | nudes, cafe society stop-actio n pose; ballerinas , horse
edge poplars, Rouen Cathedral; late work: | children , flower s races, cafe society , laundresses , cir-
near-abstrac t water llies cus; late work: nudes bathin g
Dark patches against light, used Sunny hues, pure primary colors Rich reds, primary colors , Gaudy hues side by side for vibran -
COLORS | pjpck as accent; early: somber; late: | dabbed side by side (shadows were | detested black - used blue instead cy; early: soft pastel;
colorfu | complementar y colors dabbed side by late: broad smears of acid-
side) colore d pastels
Simplifie d forms with minima | mod - Dissolve d form of subject into light Early: quick brushstrokes , blurred fig- | Offbeat angles with figure s
STYLE eling, flat color patche s and atmosphere , soft edges, classic ures blended into hazy background ; | cropped at edge of canvas,
outline d in black Impressionis t look late: more Classical style, solidly asymmetrica | compositio n
formed nudes with void at center
Not much of a theoris t but did say "Try to forget what objects you have | "Paint with joy, with the same joy ‘Even when workin g from nature
ADVICE that you would make love to a one has to compose. "

artist "simpl y seeks to be himsel f
and no one else"

before you, a tree, a house, a field or
whatever. Merely think , here is a lit-
tle square of blue, here an oblong of
pink, here a streak of yellow, and
paint it just as it looks to you."

woman. "
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LANDMARK PAINTINGS IN ART HISTORY

Certain paintings altered the course of Western art, signaling a profound shift from one style to the next.
These seminal works not only kicked off a revolution in how painters saw art, they changed the way

people thought about die world.

Each of these groundbreaking paintings seemed radical in its day. Most provoked howls of out-
rage from conservatives How, however, they've become part of yesterday's tradition that new artists
defy in even more controversial gestures of independence. "All profoundly original art," said critic

Clement Greenberg, “looks ugly at first."

Caravaggio, "Conversion of St. Paul,"
¢. 1601, Santa Moria del Popolo, Rome. In his strongly
lit, realistically painted hgures, Caravaggio rejected

Renaissance-idealized beauty and Mannerist artificiality.

He introduced everyday reality into art, engaging the
viewer's emotions through thrusting compositions and
dramatic shadows. Although Caravaggio worked only
twelve years, he revolutionized Western pointing, por-
traying old subjects in completely new ways and usher-
ing in the theatrical Baroque Age.

Manet, "Le Dejeuner sur I'herbe," 1863,
Musee d'Orsay, Paris. Manet shattered tradition by
painting female nudes as contemporary human beings,
not idealized goddesses, and by abandoning academic
chiaroscuro for bold light-dark contrasts. By repudiating
the allegorical Salon style, he brought painting into the
modern world of real life.

Giotto, "Noli me tangere," 1305-6, Arena
Chapel, Padua. Giotto founded the Western
tradition in painting when he broke away from
stylized, Byzantine figures for a more threedimen-
sional style and convincing sense of space. Giotto's
natural style, coupled with the Renaissance mastery
of anatomy and perspective, was the comerstone
of Western art until the twentieth century.

David, "Oath of the Horatii," 1 784, Louvre, Paris.
David's austere, taut composition marked the end of huffy,
frivolous Rococo art. Henceforth, Neoclassical art, with its
revival of interest in antiquity and morality and its rational
sense of order, dominated.

Picasso, "Les Desmoiselles d'Avignon,” 1907,
MoMA, NY. In this transitional painting on the brink of
Cubism, Picasso exploded traditional ideas of beauty, per-
spective, anatomy, and color. He replaced the appearance-
based style that had reigned since the Renaissance with an
intellectual structure that existed only in his mind—the

most important turning point in the development of no-holds-

barred Contemporary art.

Gericault, "The Raft of the Medusa,"
1818-19, Louvre, Paris. Gericault rejected stiff, intel-
lectualized art for passionate, subjective topics and tech-
nique. By treating a contemporary event (a shipwreck)
with epic grandeur, he ushered in a new concept of
what constitutes art. Instead of academic history paint-
ing, Romantic art could portray individual emotional
concerns.

Pollock, “Number 1, 1950 (Lavender

Mist)," 1950, NG, Washington, DC. Around 1947
Pollock abandoned paint brushes and easel painting,
putting his canvas on the floor and pouring paint with-
out premeditation. This process, prompted by the sub-
conscious and incorporating chance effects, created an
all-over pattern of lines and drips that eliminated accept-
ed ideas of composition like focal point, background,
and foreground. Pollock's breakthrough gave unprece-
dented freedom to artists and moved the avant-garde
capital from Paris to New York.



THE MOVEMENT. Impressionis
aroe arourd 1862 when Renoir,
Monet, Bazille, ard Sisley were stu-
dent in the sane Parisiaa studia
Exceptionaly close-knt becaus of
their comma intered in painting
nature out-of-doors they took
excursiors togethe to paint with
the Barbizan artists When urged by
a teache to draw from antique
casts the yourg rebek droppel for-
ma course work. "Let's g& out of
here; Monet said "The place is
unhealthy! They claimed Mang as
their hera not for his style but for
his independenceRejectel by the
gatekeepey of officialdom, in 187
the Impressionist decideal to show
their work as a group — the first of
eight cooperatie shows

Their work differed drasticaly
from the norm both in approad
and technique Paintirg from stat
to finish in the open air was their
modus operandj the usud metha
of sketchimg outside then carefully
finishing a work in the studio was
for them a heresy Their use of light
and color rathe than meticulousy
drawn form as guiding principles
was al® considerd shocking This
new work had no discernibé narra
tive content it didnt reha# history
but portraye insteal a slice of con
temporay life or a flash snapshb of

FIRST IMPRESSIONISM
PERIOD: 1862-86

ORIGINAL CAST: Manet, Monet, Renoir, Degas,
Pissarro , Sisley, Morisot, Cassott

SUBJECTS: OQutdoors , seaside, Parisian streets
and cafes

PURPOSE: To portray immediat e visual
sensation s of a scene
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Fantin-Latour, "VAtelier des Batignolles,” 1870, Musee dOrsay, Paris.

Manets Gang. The still life painter Fantin-Latour celebrated Manet's role as leader of French avant-garde artists with
this group portrait at Manet's studio, or “atelier." Manet is at the easel with the German painter Scholderer standing
behind and writer Astru seated for his portrait. On the right (from left) are Renair, lola, Fdmond Maitre, Bazille, and
Monet. The word "Batignolles" in the title refers to a section ofMontmartre in Paris where the Impressionist painters
gathered to debate art. Since they pointed only during daylight hours, ia the evenings they met at the Cafe Guerbois.
Manet presided over this group of reaegade pointers Degas, Cezanne, Sisley Renoir, Fantin-Lotour, Bazille, Pissarro,

aad Monet, known as "Manet's gang." Monet recalled, "From [these evenings] we emerged with a firmer wil, with

our thoughts clearer and more distinct.” 1869 was the turning point. Renoir and Monet then worked side by side out-
doors with their portable easels and traveling paintboxes. They established the new technique while capturing the fleet-

ing effects of sunlight on the waters of the Seine.

nature And how unkempg the
Impressioni$ version of nature
appeared Landscaps were sup
posel to be artificially arrangel ala
Claude with harmoniousf balance
hills and lakes Compositia for the
Impressionist seemd nonexistent
so overloade was one side of the
canvas with figures choppel off by
the picture frame

The work was consideré so
seditiows that a cartom showeal a
pregnam woman barred from enter
ing the Impressionis exhibit, leg
her exposue to sud "filth" injure
her unbom child. A newspape
solemnly recounte& how a man
driven insare by the paintings
rushel out to bite innocen
bystandersThe att critics were even

crueler One claimed Renoirs
"Nude in the Sun' made the
models flesh look putrid. They
called Monets dak dauls "tongue
lickings" and pronounced his tech
nigue "slapdash" Not until the
1880 were Impressionis paintess
accepte and acclaimed

CONTRIBUTIONS. After Impressim

ism, painting would neve agan
be the same Twentieth-centuy
paintes eithe extende their prac
tice or reactel agains it. By defying
convention thes rebek establishd
the artists right to experimen with
persond style Most of all, they let
the light of nature and moden life
blaze throudh the shadow tradi-
tions of centuries
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Manet, "Le Dejeuner sur I'herbe," 1863,
Musee d'Orsay, Paris. Manet painted Hot areas of color
— aradical break with traditional chiaroscuro.

MANET: PIONEER OF THE MODERN.
Edouad Manet(1832-83 is often
called the Fathe of Modem Art. A
reluctart martyr to the avant-gare
who wanted nothing more than the
official recognition he was denied
Mane is difficult to classify

Although he paintal alongsic
Renor and Monet, who hailed him
as their leader he neve exhibited
with the Impressionists Classicaly
trained he sav himsef in the tradi
tion of the grea mastes whos
motifs he often borrowed Yet crit-
ics vilified his work, labeling it a
"practicd joke ... a shameful open
sore

What outragel the public and
made Mand a her to yourng rebek
was his translatirg the Gred Tradk
tion into modem terms Mang
strippad away idealizing mythology
to portray moden life candidly He
also eliminated the subtle glazing
and detailed polish of academc
technique His sketcty brushwok
gaw his pictures an unfinishel look,
making his images appea flat and
hard

Art histoly credis Mand with
launchirg "the revolution of the
color patch! With this new tech
nigue, Mane& suggestd form
through broad flat area (or patch
e9 of color. Almost as if conscious)
declining to compee with the cam
eras realism he refusel to simulae
three-dimensionaljt through mod
eling forms with lines or gradatiors
of color. His stencillike images were
purposey shallov ard simplified. In
place of halftones to sugges vol-
ume, he usdal starkly contrastimg
light tones agains dark

This radicd shift in technige
forced peopk to look anewn at the
picture surface Ever since the
Renaissanceartists regarde the
framed painting as awindow to look
through, in order to see a painta
scere "recedind in the distance
With Manets minimized modelirg
and perspective he insista his
viewers look at the picture surfae
itself — a flat plane coveral with
painted shapes

"Dejeunag sur l'herbe) or
"Lunchem on the Grass' is the
painting that stigmatizel Mand as
"a dangel to public morality.
Shown at the Salm des Refusa in
1863 (an exhibition composd of
canvass rejecta by the official
Salon) "Dejeunet offenda on
both mord and aesthett grounds
Portrayirg a naked woman and two
clothed men picnicking was consid
ered indecenn becaus Mand failed
to idealize the nude Her contempe
rary look, dired gaze and the fact
that she resemble no paga deity
scandalizd viewers for whom nudi
ty was acceptald only if disguisel
in Classicatrappings

Actually, Mang firmly ground
ed the work in the Renaissanetra-
dition, basirg the painting on both
Giorgiones "Concet Champetré
and an engravimg after a Raphaé
design The painting was also an



updatirg of the traditiond "fete
galanté painting where decoratie
aristocras lolled in misty parks In
addition, Maneg usd traditiond
elemens like the triangula group
ing of figures the still life arrange
ment in the left foreground the
goddesslile figure bathirg at rear,
and recedirmg perspectie for the
illusion of depth

He tried to make the public
see what Baudelaie called the
"epic" side of "actud life," or "how
grand we are in our neckties and
varnishal boots!I" Yet becaus
Maneg recas thes conventiors in
realistic modemn dress the work
arouse an unprecedentk firestom
of hostility.

Two yealrs later, in 1865
Manets "Olympia" (see p. 71)
cause an even greate stir. Crowds
lined up 20 fee deg — held at bay
by hefty guards — to gawk at what
has been called "the first modemn
nude, a courtesa frankly con
fronting the spectator Again Mane
drew on precedentusing Titian's
"Venus of Urbino" as model but
this time he substitutel a prostitue
for a goddess The novelig Zola
praisel Mand for his modernity
calling Mand "a child of the centu
ry." To the conservatie majority,
however Manets matter-of-fat pre-
sentation of a real unclothd
human beirg was merey vulgar.

Academt artiss who exhibit
ed to grea acclam in the annua
Salon often portrayal nudes but
only as Classica deities Their tech
nique also differed from Manets
sketcly style At the time, paintes
chargea by the hour. The more
meticulousy they worked on a
painting, putting in endles detal
and a high degree of finish, the
higher the sak price. Although
Manet worked hard on his paint
ings, often repaintirg them mary
rimes until satisfied he was scornel

as crudely incompeten for his
"shortcuts$ in applying paint with
broad strokes

LATE STYLE. In the 1870s Manets
brushwok becane even freer and
looser As he began to accompawm
Monet and Renor on painting trips
along the Seine his work becane
indistinguishabé from Impression
ism. Manets late masterpiece"A
Bar at the Folies-Bergere, shows
how completel/ he absorbe
Impressioni$ principles He
expressed as Matise observed
"only wha immediatey toucheal his
senses. Far more importart than
the cabaré bar or barmaid the sub
ject of the painting is the painters
sensoy impressiors rendere
throudh color.

Maneg excelld at giving vital,
visud form to the boulevard and
cafes of contemporay Paris Alone
amorg the Impressionistshe facel
the political upheavas of his day.
When starving masss rioted, othe
Impressioniss fled to the country
side to paint flowers, but Manet
rusheal to the scere to recod the
drama of class struggle He neve
blinked at reality or compromise
his highly origind vision. By liberat
ing his work from artistic conven
tion, he earna Renoirs accolade
"Manet was a whole new era of
painting:’
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THE SALON

What was this allimportant Salon that dictated style in
French painting for 200 years? Established in 1667 by
the French Academy, the Salon was an annual art
show named for the room, or Solon, in the Louvre
where it was originally held. Not just the officially sanc-
tioned art fair, the Salon wos the only public art exhibi-
tion in Paris. As such, jurors wielded Supreme power in
standardizing taste. Since they were members of the
arch-conservative Academy, jurors spurned works by
innovative artists and perpetuated the stranglehold of

history painting on French art.

In 1863, jurors rejected 3,000 of 5,000
paintings submitted. Calling the unacceptable work "a
serious danger for society," the Salon was obviously
hostile to bold art. The resulting outcry came to the
attention of Emperor Napoleon 11, who ordered the
refused works exhibited in a pavilion dubbed the Salon
des Refuses. Huge crowds viewed works by artists like
Manet, Cezanne, and Pissarro.

The exhibit was o notorious succes de scan-
dale (due mostly to Manet's epochal "Dejeuner sur
I'herbe"). Art historians date the beginning of modem
painting from this point. By the 1880s, the prestige of
the Solon declined steadily, as artists like the Impres-
sionists staged their own shows. Art dealers too began
to play a more important role in displaying nonmain-

stream art.

Manet, "A Bar at the
Folies-Bergere," 1882, Cour-
tauld Institute, London. Manet
used Impressionist techniques of
flickering light and color.
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THE ART DEALER

Undoubtedly, some enterprising merchants made a
killing exporting galleon-loads of Athenian art to Rome
during Nero's shopping spree. But the first written evi-
dence of the art dealer's profession comes from
Renaissance art historian Vasori. He described how a
Madonna pointing by Andrea del Sorto “fetched for the
merchants four times as much as they had paid for it"
when resold to Francis | of France. During the seven-
teenth century the French Royol Academy forbade
painters to sell their own work, forcing them to rely on
commercial middlemen, and the art dealer became
indispensable. Watteau even died in the arms of his
dealer.

In the nineteenth century, merchants became
patrons when visionary Parisian dealers like Durand-
Ruel, Pere Tanguy, ond Ambroise Vollord bought works
by artists the Salon rejected — "outcasts" like
Monet, Renoir, van Gogh, Gauguin, Cezanne, and
Picasso. In New York in the 1940s, Peggy Guggen-
heim provided o similar cushion for innovators like
Duchamp, Emst, and Pollock at her Art of This Century
Gallery. The most savvy contemporary dealer is Leo
Castelli, who transformed the '60s art world when he
promoted Pop artists like Rauschenberg, Johns, Licht-
enstein, and Warhol, then later championed Minimal-
ists and Conceptual artists.

CATHEDRAL SERIES

MONET: LIGHT = COLOR. Claude Monet (1840-192% once sad he wished he had
been born blind and then gainel his sight so he could, without preconcep
tions, truly paint what he saw As it was revelation cane at age 18 when he
bega to paint out-of-doors "Suddeny a veil was torn away; he said "My
destiry as a painte openel out to me

Monet began as a commerci& artig and caricaturi$ but after roamirg
the coas of Normand/ painting sunlit, water-drenche sceneshe becane a
leadirg exponem of recordirg natuie directly to convey his immediat impres
sion of a given moment After studyirg landscaps by Constabé and Turne in
London Monet contributel "Impression Sunrisé to the first Impressionis
exhibit in 1874 which summel up the new movemens theme and gaw it its
name forevermore For the next half-century while otheis of the origind
group evolvel their own variatiors on the theme Monet remainel true to the
cred that light is color.

His dedication had its price. Like Renoir, during the 186G and '70s
Monet sufferel appallirg poverty pawnirg his possessionfor paint In 18 a
visitor reportel that Monet was desperate "completel starved his wings
clipped!” He only survived becaus Renor brough him breal from his own
table In 187% he begge his friends for financid assistancewriting Zola, "We
havent a single sau in the house not even anythirg to keep the pot boiling
today! Monet pleadel with collectoss to take his canvase at ary price and
burned 200 paintings rathe than let them fall into his creditors hands By
1886 things were different At the Impressionistsfirst New York exhibit,
Monet was an establishd succes and could afford to build a specid studp to
hous his huge canvases

OBSESSION. Monet’s unwaverirg devotian to Impressionis ideak entailed
physicd as well as econome¢ hardship He was so obsesseé with accuratey
portraying fugitive conditiors of light that the outdoos becane his studia
Regardles of weather he hauld thirty canvasse to the field to recod
haystacksreplacirg one canva with the next as the light changed In winter
he plantal his easé in the snov and wadel through ice floes in hip boots

In the 1890s Monet fixed on the idea of
painting the same subject under different
lighting conditions at different seasons to

show how color constantly changes according
to the sun's position. His series of haystacks,
poplars, water lilies, and the Rouen Cathedral
show how light and weather conditions define
both form and color. In the cathedral
sequence of more than thirty canvases, the
Gothic stone building, dependent on fleeting
atmospheric effects recorded from dawn to
twilight, virtually dissolves. At left in glaring
daylight the cathedral appears bleached out.
Atright, the projecting stone catches the fad-
ing yellow light, with flaming orange concavi-

ties and shadows in complementary blue. ] i
Sunlight" 1894, NG, Washington, DC.

Monet, "Rouen Cathedral, West Facade,

Monet, "Rouen Cathedral, Sunset,"
1892-94, Museum of Fine Arts, Boston.



waiting patiently for just the right slart of
light on the Seine Once when he painteal
on the bead during a storm he was swep
unde by awave

Monet loved the water, once remark
ing that he wished to be buried in a buoy,
and paintal the sea frequently He even
convertal a flat-bottomel boat fitted out
with grooves to hold his canvasesinto a
floating studio where he paintel stacls of
pictures from dawn till dusk A visitor
recalled "In one of his Poplas the effed
lastad only seven minutes or until the sun
light left a certan leaf when he took out
the next canva and worked on that”

Monets lifelong fervor for open-ar
painting appeard as early as 186 when he
painted "Women in the Garden!
Although the canva was more than eight
feet high, he was determina to paint it
entirely outsice and had a trench dug to
hold the bottom of the canvas He then
raised and loweread the painting on pulleys
as he worked on differert levels When the
painteg Courbe visited he was astonishd
that Monet threw down his paint brush
refusirg to paint even backgroum leaves
when the suin wernt behird a cloud

Monet's compulsia to paint was so
extreme he describe himsef as an animd endlessf turning a millstone Dur-
ing his vigil at his first wife's deathbedinsteal of mourning he could not
refrain from painting recordirg blue, gray, and yellow streals on her face as
the pallor of deah replaca the flush of life.

TECHNIQUE. Monets style consiste of applying to the canva smal dals of pig-
mert correspondig to his immediat visud observationsinsteal of the con
ventiond gradatiors of tone he placal vibrating spos of different colors side
by side In an effed called "opticd mixing," these "broken colors' blendea at
a distance To represehshadows insteal of bladk Monet addeal the comple
mentay (or oppositd color to the hue of the objed castirg a shadow

In the 1880s Monet changé his handlirg of pigment Rathe than mary
specls of paint he lengthend his brushstroks into sinuows sweeps of color.
In his hundred of wate lily paintings of 1900-26 Monet eliminated outlines
and contous until form and line almog disappearé in interwoven brush
strokes Vibrant colors metlt into ead other just as flowers blend into water
and foliage No image is the centrd focus perspectie ceass to exist and
reflectiors and reality merge in a hazy/ mist of swirling color. In thes near
abstractios foreshadowig twentieth-centwy art, paint alore representig a
momern of experiene in light becane Monets subject

Vision, for Monet, was supreme He painta his colorfu visions until his
deah a 86. "Monet is only an eye; Cezane said "But wha an eye’

Monet, "Waterlilies," 1919-26, Cleveland Museum of Art.

IMPRESSIONISM

GIVERNY. When Monet went to live in Giverny, 40 miles from Paris, in 1883, it wos hardly what it would become

—aliving canvas he called "my most beautiful masterpiece. "At first he just planted a few flowers to provide still life
subjects for rainy days. In 1890 Monet began to improve the garden, planting wisteria, weeping willows, and bamboo
to create "a virgin forest of highly hued blossoms." Each day a gardener removed weeds and insects from the pond and clipped lily pads
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Each interest fed the other until, after 1911, the garden become his sole subject. Monet gradually expanded
the size of the pond and the scale of his pointings, placing canvases 6 feet high and 14 feet long side by side in trip-
tychs. When cataracts blurred his vision, Monet's painted water lilies became hazier and finally indistinguishable from
the water and reflections. He had invented a new kind of painting that foreshadowed abstraction. “The essence of the motif is the mirro
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Renoir, "L e Moulin de la Galette," 1876, Musee

d'Orsay, Paris. Renoir specialized in humaa figures bathed in

light aad color, expressing the everyday joys of life. "The
earth as the paradise of the gods, that is what | waat to
paint,"he said.

RENOIR: LOVE, LUST, AND LAUGHTER. "Renoir;’ a contemporay writer said "is
perhags the only painte who neve produce a sal painting:' Pierre-August
Renor (1841-1919 believed "A picture mug be an amiabk thing, joyous and
pretty — yes pretty! There are enoudn troublesone things in life without
inventing others:

Renor cane by the prettines naturally for he began by painting flowers
on porcelain Even throudh yeas of strugge when he was "so poor,' as Bazille
said "that he usel to pick up empt paint tubes and still squeee somethimgy
out of them; Renor kept his cheerfll optimism This joie de vivre makes him
perhaps the mog beloved and accessiblgpainte ever Renoirs subjecs were
invariably crowd pleasersbeautifd women (often nude) flowers pretty chil-
dren sunry outdoa scens full of peopk and fun. He rooted his art in actud
experienceconvinced as he said that "Lif e was a perpetuéholiday’

"Le Moulin de la Galetté¢ (the nane of a popula outdoa cafg burss
with gaiety Like Monet, who often paintel the sane subjed¢ at Renoirs side
Renor fragmente form into glowing patche of light applied as shot brush

strokes of distinca colors The
absene of outline with form sug
gesta by highlights and dapplea
light are othe Impressionis fea
tures as was his refusd to use
black "It's not a color," he said
believing bladk puncheal a hole in
the canvas (He painted shadove
and coas dak blue) By snippirg
off figures at the edge of the can
vas he implied the scere expand
ed beyord the frame and engagd
the viewer. His subjecs seean
unposel — momentariy caugh
in the flux of living.

Renoirs brothe describel
the painters researh for the pic-
ture as far from onerous "When
he painted the Moulin de la
Galetie he settled down to it for
six months wedde to this whole
world which so enchantd him,

and for which modek in pose were not goad enough Immersirg himsef in
this whirlpoad of pleasure-seekingie capture the hectc momen with daz
zling vivacity."

As his Impressionisworks gainel successhowever Renor becane dis-
contert with the style sayirg in 1881, "[I] had traveld as far as Impression
ism could take me.!" He rejectal the insubstantiabiliy of the Impressionis
methal and looked for a more organized structure technique After studyiry
Renaissane masters Renor turned away from contemporay scens toward
universa subjects particulary nudes in classich poses

NUDES. Renoirs favorite eighteenth-centyrartiss were the paintes of pretly
women Bouche and Fragonard Where Fragonad boaste he painted with
his bottom Renor claimed to paint with his malenessA lusty, enthusiasti



man Renor delightel in his portrayd of sensuousrosy, ampk nude women
whom he describe in amorots terms "l conside my nude finished when |
fed like smackimg her bottom?

Hot red is the dominan color in his paintings of nudes for he took gred
care to approximae healtly flesh tones "I wart ared to be loud, to ring like a
bell; if it doesnt turn out that way, | put on more reds or othe colors until |
get it," he explained "l look at a nude there are myriads of tiny tints. | mug
find the ones tha will make the flesh on my canva live ard quiver”

Renor wantal to expres more than just vitality and fertility, however
with his earth-mothe nudes He paid new attention to desigh and outlined
forms distinctly in his "maniere aigré' (shap style) He poseal the nudes in
crisp arrangemerstaccordirg to Classicé prototypes as Venuss ard nymphs
and eliminated backgroum detal for a sen® of timeles grandeur "I like
painting bed when it looks eternd without boastirg abou it," he said "an
everyday eternity, reveale on the streé¢ corner a servant-git pausimg a
momen as she scous a saucepanand becomirg aJuro on Olympus'

After 19 Renoir, afflicted with sevee arthritis, lived on the Riviera
Confined to a wheelchair his hand paralyzed he painted with a brush
strappel to his wrist. Despite wha his deale called the "torture" of this "sad
state} Renor displayel "the sanme goad disposition and the sane happines
when he [could] paint! Sadly Renoirs diminishing artistic contrd is evidert
in his late nudes where the buxom ruddy-cheekd females are swollen gross
ly exaggeratedand intensey colored More importart than skill for the
painter Renor thought was tha "one shoul be able to see tha he loves to
cares his canvas.

Reaoir, "The Bathers," 1887, Philadelphia Museum of Art. In Renoir's Post-Impressionist
»=h - 0;; - cei sensuous nudes as solid, carefully defined forms.
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WHILE PARIS BURNED...

Ironically, while the Impressionists churned out their
upbeot canvases full of light, Poris endured some of its
darkest, most desperate days. In 1870-71 during the
Franco-Prussian War, France suffered one humiliating
defeat offer another. German troops besieged Poris,
devastated the city by shelling, and prevented all sup-
plies from entering. Citizens resorted to eating rats and
animals from the zoo and stripped parks of trees for
fuel. Thirty-six thousand people starved to death.

Although Manet, Degas, Bozille (who died in
the fighting), and Renoir served in the Army (Renoir
without seeing action), Sisley, Pissarro, and Monet fled
to England to escape the draft. The only blood that
ever appeared in Pissorro's work was when Prussians
turned his studio into a slaughterhouse, using his
1,500 pointed canvases os aprons while butchering
hogs.

After France's ignominious defeat, Parisian
republicans set up a reform government, the Com-
mune, brutally repressed by French troops. Civil war
broke out. During this fierce resistance, 30,000 were
executed. Meanwhile, the Impressionists decamped
— except Manet, who produced lithographs protesting
the suppression of the Commune. In rural refreats they
pointed dazzling landscapes, blithely oblivious to the
civic upheavals they considered an unwelcome intru-

sion into their artistic activities.
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DEGAS: THE RELUCTANT IMPRESSIONIST. "Art is not a sport;’ sad Edga Degas
(1834-1917) explainirg why he detestd painting out-of-doors Yet, despie
this bast differene from the Impressionistshe was countal a charte mem
ber of the grow throudh friendship his commitmen to contemporayr subjedt
matter and his oppositin to official academt painting

Distinct from the others Dega had zem interes in landscap painting
and no concen for the effecs of changig atmosphes ard light. His subjecs
were limited: racetrackscircuses opera cafe sceneswomen at work, nudes
bathing and — abow all — ballerinas Thoroughy trained in academg art,
Degas idolized Ingres who advisel him, "Draw lines yourng man mary lines
from memowy or from nature it is this way that you will becone a good
painter! Degass emphass on linea drawing and composition as well as the
three-dimensionadeph ard firm contous of his pictures sé him apat from
the Impressionistsas did his preferene for artificial light.

Degas sharel with Monet, Manet and Renoir, however an intereg in
scens tha appeard unplanne and spontaneousas if capturirg a split-see
ond glimpse of the world. For Degas this haphazat appearanewas carefuly
contrived "No art was eve less spontaneosithan mine," he said "A picture
is an artificial work, outside nature It calls for as much cunnirg as the com
missian of a crime’

AT THE BARRE. Degass specialy was the human figure in a momen of arrestel
motion. His hundred of paintings drawings and pastes$ of ballerinas show
his compulsio to portray casua momens of action The unconventionk
poses catt the dances off-guad while scratching yawning or adjustirg their
slippers This "unposed, snapshb effed derived from Degass intered in
photography which froze subjecs in awkwaid movements
His eccentrc compositiors reflea the influence of Japanes prints,
which placel figures infor-
mally off-center sometims
croppel by the edee of the
frame Degas representeé
dancers onstag or at
rehearsal from oblique
angles with lighting often
originating below as if from
footlights. He typically
clustes figures to one side
with large emply area of
floor spa® exposed In
"Prima Ballerina; (see p.
97), the stage is viewed
from above as if the spee
tator were in an uppe box.
The off-centeg composition
and steepy tilted floor are
characteristt of Degass
bold, unexpectd designs

A TERRIBLE IMPRESSION

Known as "that terrible Monsieur Degas," the abrasive
pointer opposed all social reform and disliked children,
flowers, and dogs. "There is love ond there is work,"
he said,"but we have only one heart."And Degas's
heart belonged to his work. "He is incapable of loving
awoman," his friend Mary Cassott said of the misogy-
nist bachelor.

Bom to an affluent banking family, the sar-
castic, cold Degos wos more intellectual and conserva-
tive than the other Impressionists. Atthough he exhibit-
ed with them and mingled of cafes to debate art, he
broke with Pissarro and Cassatt in the 1890s over the
Dreyfus case. When the Jewish amy officer was falsely
accused of espionage, Degas's anti-Semitism estranged
him from the other artists who supported Dreyfus. In
1908, nearly blind, Degas stopped painting and
became a bitter recluse. "When | die," he said, "they

will see how hard | worked."

Degas, "The Glass of Absinthe," 18/6, Musee
d'Orsay, Paris. Degas's "slice of life" shows the lonely
downside of modern urban life.
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AT THE BAR. Degas "Glass of Absinthé shows a similar overloadimg of the fig-
ures to one side balance by the diagona zigzay of empt tables drawing the
reade into the picture Although the painting has the abrupt realistc quality
of a snapshb and presens contemporay life unadorned the effea was
painstakingy contrived Degas refuse to prettify his subject shown with
brutd honesy seate before a glas of absinthe "Art cannd be dore with
the intention of pleasing; he said

NUDES. After 1886 Dega focusel on pictures of women bathing seen
he said as if "through a keyhole} denotirg the unposel quality of the
works. As with dances and subjecs in the cafes he did not idealize
the figures "I show them deprived of their airs and affectations
reducel to the levd of animak cleanirg themselves, he said This
innovation — to portray nudes unawae of observation engage in
strictly utilitarian acsts like toweling dry or combirg their hair —
gives nakednes for the first time a practica function in a picture

To avoid stereotypd poses Degas directed his modek to
move freely abou the studia He later fabricatel a pos from
memory to conve a private but thoroughy naturd attitude
"It is all very well to copy what you see but it is bette to
draw only wha you still seein your memory; he said "Then
you reprodue only what has strudk you, that is to say the
essentials$. Surprisingly for one who portrayel the nude
so intimately, his pictures emit no sensuhwarmth When
askel why his women were ugly, Degas replied "Women
in generd are ugly."

PASTELS: A FIRST. As Degass eyesiglht began to fail in
the 1870s he switcheal from oil to paste] a pow-
dered pigmert in stick form like chalk Paste$
allowed him to draw and color at the sane time,
and he developd a highly origind style,

giving new strengh to the medium

Degas was first to exhibit paste$ as

finished works rathe than sketchs

and the only painte to produe a

large body of major work in the

medium _
As his eyes weakened Degass colors intensified and Degas, "The Little 14-Year-Old
. e . .. . Dancer," 1879-81, cast in 1922, MMA,
he simplified his compositions In the late pastels he loosené his han NY. Degas sculpted this figure in wax when his eye-
dling of pigment which explodeal in freg vigorous strokes with bright colors sight was failing and he had to create by touch.

slappel togethe to enhane the impad of both. He outlined forms decisively
fillin g them in with patche of pure color. As always the pictures of nudes
seen casualy arrangedbut the underlyirg structue was firmly composed and
daring

SCULPTURE. "A blind mans art' is wha Degas called sculpture Nearly blind,
he relied on his seng of touch to modd wax figurines of dances and horses
which were cag in bronz afte his death Renor considerd them superio to
Rodins sculptue in their seng of movemenh — always Degass first concern
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SUPPORTING CAST

Besides the four maja Impressionis artists othe notabk
paintes working in the style were Cassatt Morisot, and
Pissarro

CASSATT. Although he hated to admt awoman could draw
so well, when Degas first sav Mary Cassats (pronounce
Cah SAT; 1845-1926 work, he said "There is apersm
who feels as | do." Som after they becane lifelong
friends and Cassdtbegan to exhibit with the Impression
ists "I had alread recognize who were my true masters
| admired Manet Courbet ard Degas,; she said "I hated
conventionaart | began to live."

Cassadt also hated socid conventiors thet forbacde
women from pursuirg a profession Born to a wealthy
Pennsylvara family, she left the United States as som as
possibk to study art in Europe before settling in Paris
"How wild | am to g& to work, my fingers fairly itch," she
said It wasnt so simple however for Victorian women
Since they were not permitted to be alore with any man
excep arelation Cassats only male subjecs were her
father, brothers and Dega (she destroye that canvas)
Her trademak images were portraits of mothes with
children

Inspired by Japanes prints, Cassat adoptel — in
oil, pastels and prints — their brightly colored flat
images and shap designs A gifted draftsman like Degas
she crisply and precisey outlined her figures and com-
posda tautly calculatel designs Her figures typically
dominat the picture space crammael close to the surface
but are surroundel by expressie space for Cassatt
exploited the visud powe of spae betwea objects She
usal the Impressionis palete of vivid hues pale tints,
golden light, and shadows tinged with color.

In her mother-and-chd pictures (moden icons of
materniy like Picass® and Henty Moore's) the figures
gestue realistically In protectivwe pose with faces close
together they touch caressard embrace

Keenly awale of restrains imposeal on all women
Cassdt becane both a socialis and supporte of womens
suffrage "After all give me France; she said "Women do
not hawe to fight for recognitian here if they do seriots
work." As Gaugun observed "Mary Cassadthas charm
but she al® has force!

Cassatt, "Young Mother Sewing," c. 1893,

MMA, NY. In Cassatt's trademark mother-and-child
images, she adopted elements ftom Japanese prints like
strong linear patterning and flat forms in high-keyed color.

PRINT COLLECTING

A print is made by creating a design on a hard surface like wood, metal, or stone, which
is then inked and pressed against paper to transfer the image. Relief cutting, as in
Durer's Renaissance woodcuts, was the earliest method for duplicating images. Then
Rembrandt achieved subtle effects with drypoint, but until the late 1800s most artists
concentrated on one-of-a-kind artworks rather than multiples.

In the 1870s what had been mainly a commercial process for duplicating pic-
tures was revitalized by painter-engravers like Pissarro, Toulouse-Lautrec, Bonnord, and
Munch. Before, artists had colored etchings (printed in ink of one color) by hond. When
the Impressionists sow Japanese color woodblock prints using inks of different colors,
they began applying this technique in drypoint prints (Cassatt) and color lithographs
(Lautrec). Color prints became the rage in France in the 1890s, and the limited-edition
color print was born. For the most part, the public did not consider prints a collectible
artistic endeavor until the 1960s when galleries specializing in prints opened with works
created for the medium. A boom in sales, exhibits, and connaisseurship accurred as Con-
temporary artists tried their hands at over-sized prints that rivaled the scale of canvases,
at a fraction of the cost to collectors.

MORISOT. Berthe Morisot (1841-95) the great-grand
daughte of Fragonard was both intelligent and inde-
pendent Early on she rejectel her stuffy drawing maste
to paint out-of-doos with Corot While copying a
Rubers in the Louvre, she met Manet who was to
becone the chief influence on her work. She in turn,
persuadd him to try open-ai painting and brighte col-
ors. Since women were not allowed in life classs to



draw from the model| Morisot painted domestc scens
and women ard children (he husband Manets younge
brother Eugeneg was the only man she painted) Yet she
was treatal as an equd of the othe Impressionist and
came in for her shae of condemnatia at their first
show "Lunatic"' critics called her, adding "She managse
to convey a certan feminine grae despie her outburss
of delirium. Morisot only laughed In 1875 her works
fetched highe prices than her malke colleagues'

Like them Morisot usa no outlines just touches
of color to indicate form and volume but her style was
even freer than the othe Impressionists'Her vigorous
brushstroks flew acros the canva in all directions She
also shara the Impressionis god of portrayirg person&a
visud experience Her paintings were heavily autobic
graphical often dealirg with her daughteyJulie. "She
lived her painting,' as the poa Pad Valery said "and
painted her life."

PISSARRO. Camille Pissaro (1830-1903 was the fathe
figure and peacemakeof the Impressionis group A
kindly anarchist he took artists like Cezane and Gau
guin unde his wing. "Do not define too closey the out-

MORE DEVELOPMENTS IN GRAPHIC ARTS

When we left off (see p. 43), Renoissonc e artists were using woodcut s and
engraving S to produc e multipl e prints. Since then other technique s make possibl e

the widesprea d reproductio n of an artist's work.

DRYPOINT AND ETCHING. In drypoint , a design is scratche d into a cop-
perplate with a fine steel needle, which permits soft atmospheri ¢ effects. In etch-
ing, indentation s on a plate are submerge d in an acid bath so that only the lines

:ppear in the print.

LITHOGRAPH. In the lithograph , the artist draws on a limeston e slab with a
greasy crayon. Water is applied, which adheres to the stone's nongreasy sur-
Txes, and then greasy ink is rolled on, which stick s only where there is no water.
A sheet of paper is then applied to the slab in a lithographi ¢ press to reproduc e

Iteimooe.

SILK SCREEN PRINTS. The newest graphic art is silk screen printin g or serig-
rophy, developed in the United States most obviousl y by Andy Warhol. He
attached a stencil to a screen of silk stretche d on a frame, then forced ink
troug h the stencil with a rubber squeegee . The image produce d was flat and
erinded, appearin g commercia | and mechanica | — the effect Warho! desired .
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line of things;" he advised "It is the brushstroke of the
right value and color which shoul produe the draw
ing.

Pissarp excelld at reproducim an outdoa scere
exactly with bright colors and patcly brushstrokes"One
musg be humbk in front of nature’ he said Beside rurd
landscapeshe is known for bustling Parisiax stred
scenes as if viewed from a second-stoy window, filled
with peopk and carriags renderel as spos of color.

In 1890-2 Pissaro flirted briefly with the pointil-
lism of Seurd and Signag carefully arrangimg smal dots
of color to convey form. A patiert teacher Pissarp
instructel Cezane in how to contrd form throuch color
and diagond brushstrokes "Humble and colossal;
Cezane called his mentor

Kitagawa Utomaro (1753-1806),
"Woman Bathing Her Baby in Tub," MMA, NY.

JAPANESE WOODBLOCK PRINTS
In the 1860s Japanese color woodblock prints, known as ukiyw prints, were first
imported into France, where they became an important influence away from the Euro-
pean tradition of pointing. “"LJkiyo," which means "floating world," referred to the
red-light district of Japanese tides, where all social classes mingled in the pleasure-
seeking round of theaters, restaurants, and brothels. Jhe prints' informal glimpses of
contemporary life reinforced the Impressionists'preference for modern subjects.
Arhsts like Degas, Manet, Cassatt, Whistier, and Gauguin also appropriated
Japanese techniques, the first non-Western art to have a major impact in Europe,
fhey imitated the flat, brightly colored, sharply outiined images and expressive, often
conhasting, linear patterns. The Impressionists borrowed the prints' unusual, and
often high, point of view of looking down on a scene, the lack of single-point perspec-
tive, and the off-center composition. Figures jut out of the picture frame, as if cropped
haphazardly, and slanting lines lead the eye into the picture.



110 THE NINETEENTH CENTURY: BIRTH OF THE "ISMS"

RODIN: FIRST MODERN SCULPTOR

According to the twentieth-centuy
sculpta Brancusj "In the nine-
teenth century the situation of
sculpture was desperate Rodin
arrived and transforma every
thing." In fact, sculptue had
declind into little more than dece
rative public monuments Auguste
Rodin (1840-1917 singlehandedf
revived sculptue as a mediun wor-
thy of an origind artist

As a young sculptor, Rodin
was rejecta three times by the
Ecole des Beaux-Arts The rejectin
probaby savel him from rigid aca
demic formulas as he developé his
own innovative style basel on the
live model A trip to Italy where
Rodin studied the work of Donatel
lo and Michelangeb markel his
turning point. Michelangelo$
"Bound Slave inspired Rodins first
major, full-sized work, "The Age of
Bronze! It also arousd the first
major controvery in a caree bese
by public misunderstandingThe
statues extreme naturalisn — a
definitive bre& with the currert
idealizing style — so astonishd crit-
ics that they accusd Rodin of mak
ing it from life casts Rodin defend
ed the nudes realism saying "l
obey nature in everything and |
neve preterd to commam her!

As compensatio for malign
ing Rodin's reputation he was
granta the commissia for a large
(18x12) sculpturel portd in 1880
Basal on Dante§s "Inferno," the
project called the Gates of Hell,
occupied Rodin until the end of his
life. Although he neve completal
the doors Rodin spwun off mary of
the nearly 200 writhing figures in
separag full-size sculptures suc as
"The Thinker' and "The Kiss."
Heavily influenced by Michelange
lo's "Last Judgment, the anguishd

figures on the Gates tumble head
long, the intene emotin height
end by the expressie powe of the
human body.

To arrive at dramatt poses
revealig inner feelings Rodin
refusa to use professionh modeb
frozen in stok postures "They hawe
stuffed the antique’} Rodin sad of
Neoclassich sculptue baseal on
ancient Greek statuary For Rodin,
official art was too distart from red
life. He hired can-can dances to
stroll abou the studio assumig
unusual spontaneosi poses Cont
pulsively modelirg in clay, he fol-
lowed them to captue their evey
movement

The body in motion was
Rodin's mears of expressig emo
tion. "I hawe always endeavored, he
said "to expres the inner feelings
by the mobility of the muscles"
Once his wife chargel into the stu
dio in a fit of anger stompirg
arourd the room yelling. Rodin
modela her enrage face without
looking at the clay. "Thark you, my
dear; he sad at the end of the
tirade "That was excellent!

This emphass on personéa
experiene as the soure of art dif-
fered drasticaly from academg art
but fit perfecty the Impressionists
focus on respondimg directly to the
moden world. Rodin revolutionizel

Rodin/The Age of Bronze," 1876, Minneapoli s Insti-
tute of Arts. Rodin revitalized sculpture by abandoning the
Clossical tradition to present a realistic, rather than stylized,
nude.

MORE THAN RODIN'S MODEL

Stunningl y beautifu | and extremel y talented, French sculpto r Camille Claudel (1864-1943) became Rodin's model,
lover, and collaborato r when she was 19 and he 43. Claudel excelled at anatomy, so she contribute d the hands and
feet to Rodin's works . She wanted contro | of more than hands and feet, however. She wanted Rodin's heart. They
quarrele d fiercely , with frequent ruptures . Sexually insatiable , Rodin made no secret of his lust for his models . His
liaison s were incessant and open. He even propositione d rich society ladies who paid him 40,000 francs each for por-
trait busts . After a fifteen-yea r stormy relationship , Claude! broke with Rodin.

Rodin acknowledge d her gifts: "I have shown her where to find gold, but the gold she has found is really her
own," but talent wasn't enough . As his career prospere d and hers faltered , she became more bitter until her brothe r
committe d her to an asylum where she spent the last forty years of her life.



sculptuee just as his Impressionis
contemporaris did painting

Rodin's greates triumph was
also his mog savagey criticized
work: a ten-foot-tal statwe of the
Frend writer Balzac "l shoul like
to do somethimg out of the ordi-
nary, he sad with mode$ under
statemehwhen he began the monu
ment The result unveiled in 1898
as aplaste sculpture was so "out of
the ordinary' that the public, crit-
ics, and his patrors were over
whelmingly hostile

The statwe bore little resem
blanae to Balzac who, in fact, had
an unpreposessingstou build.
Rodin wrappe him in a flowing
robe with mog of the authors body
indefinite excep his grossy exag
geratel mare of hair, projectirg eye
brows and recessd eyes "l sough
in '‘Balzac¢ ... to rende in sculptue
what was not photographic My
principle is to imitate not only form
but also life." His radicd design
macde no attemp to reprodue the
gred writer's actua features What
Rodin portraye was the ad of cre-

ativity itself, using drastt simplifica-
tion and distortion to make the heal
seen to erupt from the massie
body. It was "the face of an ele-
ment," the writer Lamartire said
"the sum of my whole life," Rodin
called it.

"Artistically insufficient' and
"a coloss4 fetus," his patrors
howled Otheris compare "Balzac'
to apenguin a sak of coal and a
shapeles larva "A monstros thing,
ogre devi and deformity in one;
wrote an American journalist Rodin
defendel his conceptim as "a really
heroic Balzec who . . . boils over
with passion . .. Nothing | hawe
eve done satisfied me so much
becaus nothing cog me so much
nothing sums up so profoundly
what | beliewe to be the secré law of
my art."

His secré law was incomple
tion — or the powe of suggestia
— as an aesthett principle Rodin
rescue sculptue from mechanich
reproduction with his rugged
"unfinished surfaces and suppres
sion of detail

CONTRIBUTIONS. By 1900 Rodin was
acknowledgd as the world's great
ed living sculptor Critics hailed him
for the very qualities they had once
denounced portrayirg psychologi
cd complexiy and making sculp
ture a vehicle for personé expres
sion. Brancu$ called Rodin's
"Balzac,' which brough sculptue
to the brink of abstraction "the
incontestale point of departue for
moden sculpture'

Rodin, "Balzac," 1897, Musee Rodin, Paris. Rodin dis-
pensed with literal accuracy in portraying the French writer,
relying on aa intuihve, summary approach that distorted
anatomy to express the coacept of genius.
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SHAWONRODIN

When the English writer George Bernard Show decided
to sit for his scolpted portrait, it was only on the condi-
tion that Rodin do it. Believing Rodin ranked with
giants like Michelangelo, Shaw concluded, “any man,
who, being a contemporary of Rodin, deliberately
allowed his bust to be made by anybody else, must go
down to posterity (if he went down at all) as a stupen-
dous nincompoop."

The initial sitting met the satiric writer's
expectations. Impressed by Shaw's forked beard, hair
parted in two locks, ond sneering mouth, Rodin
exclaimed, "Do you know, you look like — like the
devil!" Smiling with pleasore, Shaw said, "But | am
the devil!"

Shaw's account of sitting for his portrait pro-
vides insight into Rodin's working methods.

“The most picturesque detail of his method
was his taking a big draught of water into his mooth
and spitting it onto the clay to keep it constontly pli-
able. Absorbed in his work, he did not always aim well
and soaked my clothes."

"While he worked he achieved a nomber of
miracles," Shaw wrote, describing how after 15 min-
tes Rodin produced "o bost so living that | woold have
taken it away with me to relieve the sculptor of any
further work." The final result was “the living reproduc-
tion of the bead that reposes on my shoulders.”

“Insum... he hos only two qualities that
make him the most divine worker that ever was. The
first is & vision more profound and truly exact than that
of the others. The second is a veracity and incorruptibil-
ty. And that is all, ladies and gentlemen. And now that
| have told you his secret you con all become great

sculptors.”
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POST-IMPRESSIONISM

Post-Impressionismlike Impressionismwas a Frent
phenomena that included the Frend artists Seurat
Gauguin CezanneToulouse-Lautre and the Dutchman
van Gogh who did his major work in France Their
carees spanne 1880-1905 after Impressionim had tri-

umpheal over academé art. The Post-Impressionists

styles derived from their forerunners breakthroughs
Instea of the "brown gravy' of historicd painting done
in feebly lit studios their canvass shore with rainbow
bright color patches Yet the Post-Impressionistwere
dissatisfiel with Impressionism They wantel art to be
more substantial not dedicatel wholly to capturirg a

Van Gogh, "The Starry Night," 1889, MoMA, NY. Van
Gogh expressed his emotional reaction to a scene through color. .

passig moment which often resultal in paintings that
seemed slapdak and unplanned

Their respons to this problem split the group into
two camps mucdh like the Neoclassichard Romantc fac
tions earlie in the century Seurda and Cezane concen
trated on formal, near-scientift design — Seura with his
dot theoy and Cezanee with his color planes Gauguin
van Gogh ard Lautreg like latter-dy Romantics empha
sized expressig their emotiors and sensation through
color ard light. Twentieth-centwy art, with its extremes
of individud styles from Cubian to Surrealism grew out
of thes two trends
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THE POST-IMPRESSIONIST ROUNDUP

To keep the maja Post-Impressioniststraight here are their identifying characteristics
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SEURAT: POINT COUNTERPOINT. Degas
nicknamel George Seura (1859
91) "the notary' becaus the
younge painte always wore a top
hat and dark suit with precisey
pressd trousers Seura was just as
meticulouws in his art. "They see
poetly in what | hawe done} Seura
once said "No, | apply my method
and tha is all ther is to it."

His quasiscientift "method
is known as "pointillism." It consist
ed of applying confetti-sizel dots of
pure, unmixed color over the whole
canvas Seura theorizeal that com-
plementay (or opposit@ colors sé
side by side would mix in the view-
er's eye with greate luminosity than
if mixed on the painters palette
The whole was supposéd to fuse
together like a mosaig from a dis-
tance but actually the individua
specls neve completey merge giv-
ing a grainy, scintillating effed to
the surfa@ of the canvas

Becaug Seuras systen was so
labor-intensive he finished only
seven large paintings in his decade
long career His mod celebratéd
work, "A Sundy on La Grande
Jatté’ — so famouws it
inspired Stephe& Sond
heim's Broadwa musicd
Sunday in the Park with
George — took him two
yeas and forty preliminary
color studies Seura kept
the bright, unmixed colors
of the Impressioniss and
their holiday, open-ar
themes but he addel a sta
ble desigh baseal on geo
metric shapes and rigor-
ously calculate patterns

Seurat, "Le Cirque," 1891, Musee
d'Orsay, Paris. Seurat believed be could pre-
cisely stimulate emotions in bis viewers by
combining certain lines and colors.

METHOD PAINTING. After 1886 Seu

rat decidel to systematie othe ele
ments of painting He useal color
and lines like engineers tools,
assignimg certan emotiors to differ-
ent colors and shaps to elicit pre-
dictable responss in the spectator
For Seurat warm colors (the
orange-rd family) connotel action
and gaiety, as did lines moving
upward Dark, cod colors (blue-

Seurat, "A Sunday on La Grande Jatte,"
1884-86, Art Institute of Chicago. Seurat developed the
pointillist technique of using small dots of pure color.

green and descendig lines evoked
sadnesswhile middle tones or a
balane of warm and cod colors
and laterd lines conveye caim and
stasis

Seurats lagt painting "Le
Cirque" (circus) conveys amoad of
frenetc activity. The acid yellow ard
orang colors and upward-curvim
lines of the performes contras jar-
ringly with the muted spectatos
ranga horizontally in statc rows.
Seurd suppressa detal to give the
scere a simplified poste style like
the artificiality of the entertainmen
world.

Seurd died at the age of 31,
three days after exhibiting the paint
ing in an unfinishal state His moth
er hung "Le Cirquée' over his
deathbed He was sudh a radicd
individualist that he neve sough
followers, saying "The more numer
ous we are the less originality we
have! Yet when he died, Pissarp
wrote, "You can conceiwe the grief
of all those who followed him or
were interestel in his artistic
researchedt is agred loss for art."



TOULOUSE-LAUTREC: POSTERS OF
PARIS. Toulouse-Lautres'work was
so similar to Degass in style and
contert that he might almog be
taken for a mini-Degas Lautrec
made his own sizabk contributions
however in lithograply and poste
art, two meda he virtually invented
Although Degas resentfll of being
ripped-off, was known for his sar
castic putdowrs of Lautreg he
accorde him Impressionisns ulti-
mate accolade sayirg at a Lautrec
exhibition, "Well, Lautreg it's clea
you're one of us'

The art of the two men was
indea similar. Henii de Toulouse
Lautrec (1864-190) drew his sub
jects like Degas from contempeo
rary life: Parisian theaters dane
halls, and circuses Both artist alo
specializel in portrayirg movemen
and private momens throud slice
of-life glimpses with abrupt photo
grapht cropping The novel asym
metric compositios of both derived
from their mutud admiratian of
Japanes prints

"Only the figure countsy
Lautrec said "Landscap is, and
shoul always be, only an adjunct!
Virtually all of Lautrecs paintings
are of figures in interior night scens
lit somewha arbitrarily by glaring,
artificial light. His primaty interess
were the demimone actors enter
tainers acrobats and prostitutes
whom he caricature to highlight
their essentihattributes

Lautrec also caricature his
own deformel appearane in bitter
self-portraits Born to Frances mog
bluebloal family — the 1,000-year
old Couns of Toulouse — Lautrec
was a self-impose exile from high
societ due to a childhod tragedy
As ateenagerhe broke both legs
which atrophied giving him a five-
foot statue with a child's shot legs
the powerfu torso of a man and a
grossy disproportionag¢ head As a

teenag invalid, Lautrec abandond
his love of riding and shootirg for
his intered in art, althoudh his
teache pronounce his early draw
ings "simply awful.

The aduk Lautrec led a life of
notoriows dissipation Alcoholic and
syphilitic, he consortel with
bohemiais and socid outcasts For
his series of paintings of bored pros
titutes lounging arourd dreay bor-
dellos he lived in a brothd for a
time.

Lautrecs mog origind contri
bution was in the reaim of the
graphc arts for he singlehandedf
made the new form of lithograpty
and the poste respectald meda for
majar art Beginnirg abou 189Q he
designe postes of bold visud sim-
plicity, which "took possessio of
the streets’| as everyore agrea
when they first appeared

POST-IMPRESSIONISM

Toulouse-Lautrec, "At the Moulin Rouge," 1892, Art Institute of Chicago .

NIGHT LIFE. Lautrec's chronicle of Parisian nightlife — seen, he said, from "elbow height'—perfectly captures
the malaise and decadence of the fin-desiecle period. He uses harsh lighting and dissonant colors to convey the eta's
surface gaiety and underlying melancholy. Lautrec went every night to the music hall to paint and even included him-

self (the short bearded figure at rear), along with a host of grotesque individualized portraits.

115
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CEZANNE: THE PLANE TRUTH. In 1874
a critic dismissel Paud Cezanm
(1839-1906 as "no more than a
kind of madman with the fit on
him, painting the fantasie of deliri-
um tremens' By 1914 “"the
Christophe Columbus of a new
continert of form,"” was how anoth
er critic hailed him. In the interven
ing forty years Cezanm ignored
both howls and hails painting evey
day, not to win "the admiratian of
fools," he said but "to try to perfed
what | do for the joy of reachirg
greate knowledg ard truth.

Although he began by exhibit
ing with the Impressionis$ (after
being rejectel by the Ecole des
Beaux-Ars ard the Salon) and was
tutored in open-af painting by Pis
sarrg Cezanm was too much of a
loner to join ary group Encouragd
to come to Paris from his native
Aix-en-Provene by the novelig
Zola, a childhod friend, Cezanm
always felt alien in the city. Even
amorg the Impressionis$ he was
considerée beyord the pale Mand
called him a "farceur' (a joke);
Degas though he was a wild man

Cezanne, "Mont Sainte-Victoire," 1902-4, Philadelphia
Museum of Ait. Unlike Monet's series of canvases on one subject,
Cezanne's many renditions of this mountain do not vary according

to season or time of day.

Cezanne, "Still Life with Apples and

Oranges," 1895-1900, Musee d'Orsay, Paris.
Cezanne wanted to express inner form, which he per-
ceived as orderly geometric shapes, through outer form.

becaug of his provincid accent
comicd clothes and unorthodx
painting style

The public denouncd
Cezannes paintings with a
vengeance coarse degenerate
incompetem were sonme of the
milder opinions At the first Impres
sionig exhibit in 1874 sneeriny
crowds were loudeg arourd
Cezannes paintings doubling up
with laughte and hooting tha his
canva was "one of those weird
things evolved by hashish.

Stung by ridicule, Cezanr
retreate to Aix in 188 and devot
ed himsef tirelessyy to his art
Obscue until his first one-man
show in 1895 after which he was
revera as a "Sagé by the younge
generatim of artists Cezanm
gained a reputation as an unap
proachabé hermit almog an ogre
In the face of pervasie mockey and
misunderstandig of his work, he
continued what he called his
"research with gloomy intensity.
Cezanre describel his "one and
only goal' as "to render whateve
our powe or temperamenin the
presene of nature may be, the like-
nes of what we see forgetting
everythirg tha has appeard befor
our day"



What made Cezannes art so
radicd in his day and appreciatd in
ours was his new take on surfae
appearancesinstea of imitating
reality as it appeard to the eye
Cezanm penetratd to its underly
ing geometry "Reprodue natute in
terms of the cylinder and the sphee
and the cone; he advisa in a
famouws dictum By this he mearn to
simplify particula object into near
abstrat forms fundamenthto all
reality. "The painte possessean
eye and a brain,” Cezanr said
"The two mug work together!

MONT SAINTE-VICTOIRE. In "Mont
Sainte-Victoire} alandscap he
painted more than thirty times
Cezanre portrayel the scere like a
geodest pyramid defining surfa@
appearane throudh colored planes
To creat an illusion of depth he
placed cod colors like blue, which
sean to recede at rear and wam
colors like red, which seen to
advancein front.

Cezane believal tha beneal
shifting appearancewas an essen
tial, unchangilg armature By mak
ing this permanehgeomety visible,
Cezane hopd "to make of Impres
sionism; he said "somethiry solid
and durable like the arnt of the
museumsto carwe out the underly
ing structue of things! His innova
tive technique applied to favorite
themes of portraits landscapesand
still lifes, was to portray visud realr
ty refractal into a mosac of multi-
ple facets as though reflected in a
diamond

STILL LIFES. Once nicknamel "Flow-
ers and Fruit,” Cezanme was as sys
tematic in his still lifes as in land
scapes A visitor describe how
Cezane sd up a still life: "Cezanm
arrange the fruit, contrastimg the
tones one againg another making
complementarig vibrate the greers

Cezanne, "Large Bathers," 1906, Philadelphia Muse-
um of Art. Cezanne's late nudes with their stiff, geometric
forms, were a precursor to Cuhism.

agains the reds the yellows againg
the blues tilting, turning, balancirny
the fruit as he wantda it to be. . . .
One guessd that it was a fead to
the eye for him." He painted and
repaintel so compulsively fruit
invariably rotted and had to be
replacel by wax models

NUDES. "The culmination of ar is
figure painting, Cezane said and
in his lag ten years he was obsesse
with the theme of nude bathes in
an outdoa setting Becaug of his
extrene slownes in execution his
shyness and a fear of his prudish
neighbors suspicions Cezanme did
not work from live models Insteal
he tackeal up reproductiors of
paintings by Rubers and El Grem
and drew on his own imaginatian
rathe than observation The resut
— in a series of canvase — is
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abstractd figures as immobile as his
still lifes.

Cezane was unaffectel when
in the lag yeas of his life, recogni
tion finally came He continual to
work just as doggedy in isolation
until the day he died Modem artiss
now conside him an oraclk who
inventel his own fusion of the red
and abstract "The greates soure@
of Cubism; the sculpta Jacqus
Lipchitz said "was unquestionalyl
. . . the late works of Cezanné. Like
Giotto, who pioneerd realistc rep-
resentation Cezanm initiated a
maja — thoudh opposie — shift in
art history. Cezane liberated art
from reproducimg reality by reduc
ing reality to its bast components
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GAUGUIN: "LIFE IS COLOR." "The
man who canme from far and who
will go far' is wha van Gogh called
his friend Pau Gauguh (1848—
1903) Both were true. Gaugun had
lived in Pew as a child, spen six
years before the mag as a young
man sailing to exotic ports and —
before he was through — countal
the Souh Sea islands as home

In anothe sense Gaugun had
come from a vocation as far
removeal as the moon from the
artists life. For more than a decade
he was a prosperos Parisian stock
broker, a middle-clas fathe of five
who took up Sundg painting in
1873 and exhibited a thoroughy
conventiona picture in the Salon
By 1883 Gaugun had ditched his
family for his new love — art — and
jettisonead traditiond painting for
what he called "savag instinct.
Not long after, the former financid
wizard painted his Pars apartmen
chrome yellow, with the Tahitian
words for "Here One Loves' over
the door, and paradel the boule
vards with a monkey on his shoul
der and an outlandishy dresse
Javanes girl on his arm

It was obvious from the begin
ning Gauguins life would be
extraordinary As an extremey gift-
ed child always carving wood, a
neighba had predicted of him,
"He'll be a gred sculptor’ At the
age of nine Gauguh sav a picture
of a hobo ard ran away from home
yearnirg to amble down countly
roads with a bundke tied to a stick
"The boy is either a genius or a
fool," his headmasteconcluded

When Gaugun becane a full-
time painte at 35, he headel for
Pont-Aven in Brittany, a backwad
province on the Frentd coas where
he said "I find the primitive and the
savage. He proceededas he said
"to restoe painting to its sources,
meanirg to prima emotion and

Gauguin, "Vision after the Sermon, or Jacob Wrestling with an Angel," 1888, National
Gallery of Scotland, Edinburgh. Gauguin followed his own advice, "Don't copy too much from nature. Artis an

ahstrachoa." He stylized the Breton women witnessing a supernatural vision to make them symbols of faith. He painted the gr

imagination In the process Gau
guin transformel art His versim of
the crucifixion, "Yellow Christ,’
shows Chrig (with Gauguin$ own
face completey yellow, with the
cross planta in Brittany surround
ed by orange-colord trees He usal
neithe perspectie nor chiaroscuo
(which he dismissé as "hostile to
color"). Young avant-gare paintes
(especial the grouwp later known as
the Nabis including Vuillard and
Bonnarg flocked to Pont-Aven to
obsene the masters startling use of
color. "A mete of green is greene
than a centimete if you wish to
expres greenness, he told them
recommendig this full approab to
life as well: "Eat well, kiss well,
work ditto ard you'll die happy"
The public was slow to recog
nize his merit, and Gauguhn found
himsef without tobac® for his
pipe, sometime going for three days
without food. His painting "Breton
Village in the Snow' was hung

upsice down as "Niagam Falls' and
sold for only seven francs "It isnt
difficult to make art," he noted rue-
fully. "The whole trouble is in selk
ing it." Yet, he wrote his wife, safey
ensconcd with her bourgeos rela
tives in Denmark "The more trou-
ble | hawe the stronge | seen to
grow." A visitor also noted "He
gawe the strorg impressia of one
who had sacrificel everythirg to art
though half-knowing he would
neve profit from it." Often without
money for materiab — in Tahiti he
was reducel to spreadig thin pairt
on coar® sackirg — Gaugun kept
his wit. "It is true," he said "suffer
ing stimulates genius It is as well
not to havwe too much of it; other
wise it merey kills one

What kept him going, and
kept him on the move was his "ter-
rible longing for the unknown} as
he said "which made me commit
mary madnessed$.This queg led
him to devis a totally new methdal



of painting basel not on his percep
tion of reality but his conceptim of
it. He refusel to reprodue surfa@
appearancesinstea transformiry
colors and distorting shaps to con
vey his emotiond respong to a
scene "Lifeis color,” Gaugun said
"A painte can do what he likes as
long asit's not stupid*

"The drean caugh sigh of,"
is how he summel up what he was
after in art, "somethiry far stronge
than anythirg material? Portraying
his dreans was the essene of Gau
guin's nonnaturalist art "A strorg
feeling can be translate at once;
he said "Dream over it and sed the
mos simple form for it." The
painte Maurice Denis acknow}
edgal Gauguins pioneerirg discov
eries "Gaugun freed us from all
the restrains which the idea of
copying nature had placed upon
us

Seekirg pure sensatio
untainted by "sick" civilization,
Gaugun spernt his lag ten yeas in
the Souh Seaswhere he felt, as he
wrote, "Free at last without worry-
ing abou money and able to love,
sing and die." He lived in a native
hut with a 13-year-ofl Tahitian mis-
tress turning out vividly hued sym
bolic paintings wood sculpture ard
woodcuts Shortly before his deah
at age 56 in the Marquesa Islands
Gaugun remaine the unrepentah
individual: "It is true | know very
little but | prefer the little that
comes from myself,’ he wrote.
"And who knows whethe this little,
taken up by others won't becone
somethimg great?

Gauguins contributiors taken
up and extendel by othess include
flattening forms, using intensified
color arbitrarily for emotiond
impact ard — abow al — present
ing his subjective respons to reality.
Gauguins Souh Se& paintings
demonstrag¢ these tendencies "la

Orama Maria" (native dialea for "I
hail thee Mary") portrays the
Annunciation radically reinterpret
ed. Gaugun retaina the angels
greetirg to the Virgin and hales for
Mary and Jesus Everythirg else he
recas in Tahitian terms excep the
composition adaptel from a
Javanes bas-relief The simplified
figures the firm outlines in rhythmic
patterns the symbolisn drawn from
primitive and Far Easten sources
the rich colors — especialy lilac,
pink and lemon —expressd the
vitality that non-Europea culture
embodie for Gauguin

Gauguin, "la Orana Maria," 1892, MMA, NY. Gauguin used
flat planes, abstracted figures, and bright colors in his best-known

paintings of Tahitian natives.
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"I wanted to establis the right
to dare everything, Gauguh sad
just before his death "The public
owes me nothing . . but the
paintes who today profit from this
liberty owe me something: He
dared to portray an internd reality,
and thos who profited were
Expressionist like Munch, Symbol
ists like Redon Fauves like Matisse
Cubists like Picasso and awhole
slew of abstrat artists It's no won-
der Gaugun is amoryg the foundes
of moden art
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VINCENT AND PAUL

Ever since they first met in Paris, van Gogh was
positiv e he had found a kindre d spirit in Gauguin .
While Gauguin painted in Brittany surrounde d by
disciples , the Dutchman bombarde d him with let-
ters beggin g him to come to the South of France
where they would work side by side. Van Gogh
rented o small house, painted it bright yellow
and decorated a room with sunflowe r painting s
for Gauguin. When the idolize d Gauguin arrive d
in 1888, van Gogh was ecstatic . They painted,
debated art passionately , drank, and carouse d at
brothel s together . Gauguin brough t routin e to van
Gogh's life, cleaning the house from top to bot-
tom and cookin g all their meals. "He seemed to
catch a glimps e of all that was in him and from
this sprang that whol e series of sun after sun in
full sunlight, " Gauguin later wrote about van
Gogh's masterfu | work during their two month s
together .

But bliss was not eternal. When van
Gogh saw the portrai t Gauguin painted of him, he
said, "Yes, it's me all right, but me mad." The
words proved prophetic . Later, they argued at a
cafe and van Gogh threatene d Gauguin with a
straigh t razor. Gauguin stared him down, until
van Gogh slunk away. That night, van Gogh
sliced off his left ear lobe, wrapped it in a hand-
kerchief , and presente d it to a prostitute . Gau-
guin took the first train north. Van Gogh was
thoroughl y ashamed of himself . They continue d
to communicat e by letter, and shortly before
committin g suicide , van Gogh referred to Gauguin
as his "dear master." For his part, Gauguin later
wrote, "When Gauguin says 'Vincent, ' his voice
is soft."

Gauguin sensed somethin g special about
their brief sojour n together. "Thoug h the public
had no idea of it," he wrote, "two men were
doing a tremendou s job there, useful to both.
Perhaps to others too? Some things bear fruit. "

ISMS"

VAN GOGH: PORTRAIT OF THE SUFFER-
ING ARTIST. "Love what you love,"
was Dutch paintea Vincent van
Gogh's (1853-9Q artistic creda
During a brief, ten-yea careey van
Gogh producel sun-scorche land
scaps and broodirg self-portraits

Born in Holland, van Gogh
was obsessd with religion and
socid service A misfit who failed at
one vocatian after another at age 27
he askeal himself "There is some
thing inside me tha could be useful
but what is it?" He determind to
fulfil I his "mission' to humaniy
through art, consolirg the unfortu-
nate throudh realistic portrayak of
working-clas life.

In 1886 when van Gogh dis-
covera@ Impressionim in Paris his
work underwem a tota metamor
phosis He switchal from dark to

bright colors and from socid realid
themes to light-drenched outdoa
scenes He was still a humanitaria
— at one point he proposel selling
his sunflowe paintings for 40c eat
to brighten the walls of workers
homes — but he change from, as
he said trying "to expres the poet
ry hidden in [peasants] to portray
ing the healing power of nature
"These canvass will tell you what |
cannd sa in words; he wrote, "the
health and fortifying power that |
seein the country

Even thoudh van Gogh adopt
ed the broken brushstrole and
bright complementar colors of the
Impressionists his art was always
original. He had a horror of aca
demic technique claiming he want
ed "to paint incorrecty so that my
untruth becomas more truthful than



the literal truth." Van Gogh som
basal his whole practice on the
unorthodx use of color "to sugges
any emotimn of an arden tempera
ment! Like his hero Gauguin van
Gogh disdaine realism

Many hawe interpretel the dis-
torted forms and violent, contrast
ing colors of van Goghs canvase as
evidene of mentd imbalance The
shy, awkwad painte (self-describd
as a "shagy dog") was subjed to
overwhelmirg spelk of loneliness
pain, and emotionéa collapse Alter-
nately depressé and hyperactive
he threw himsef into painting with
a therapeut frenzy, producirg 800
paintings and as mary drawings in
ten years He painted all day —
without stoppirg to ed — at white-
hot sped ard then continual paint
ing into the night with candles studc

to his hat brim. He considerd his
work "the lightning rod for my sant
ty," his tenuots hold on a produc
tive life.

Van Gogh has come to be the
prototype of the suffering geniws
who gives himsef totally to his art
"I hawe risked my life for my work,"
he said " and my mind has half
foundered! His life was bitterly
unhappy Van Gogh was thwarted in
winning recognitian for his work
and only sold one painting during
his lifetime. He was similarly unfor-
tunatk in love. Rejecta by severh
women when a Dutch spinste
finally accepté him, her parens
forbace the matd and she poisonel
herself

Art becane van Goghs only
refuge In the souh of France "I let
mysef go,” he said "paint what |

SELF-PORTRAITS
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see and how | fed and hang the
rules!" From 1888-9Q at Aries, at
the sanitoriun at Saint-Remy and
finally at Auvers unde the care of
Dr. Gachet van Gogh althoudh
deepy disturbel and prey to hallu-
cinations turned out one master
piece after another an outpu
unmatche in the history of art.
Inspired by nature he painted
cypressesblossomim fruit trees
flowers, and wheatfields chargel
with his favorite color, yellow.

It was while he was a patient
in the Saint-Reny asylun that van
Gogh producel "Starly Night" (see
p. 112) He was painting in a
"dumb fury" during this period
stayirg up three nights in a row to
paint becauseas he wrote, "The
night is more alive and more richly
colored than the day:" Yet, though

Van Gogh did nearly forty self-portraits in oil, more than any artist except his

fellow Dutchman Rembrandt. His aim in portraits was to capture the essence

of human life so vividly that 100 years later, the portraits would seem like

"apparitions.” In his self-portraits the artist's presence seems so intense one

has the impression ofo tormented spirit haunting the canvas.

"Self-Portrait with a Straw Hat" reflects the Impressionist influence.

Van Gogh said he wanted "to point men and women with something of the

eternal which the halo used to symbolize." The whirlpool of brushstrokes

encircling his head has that effect.

The later "Self-Portroit with Bandaged Ear," done two weeks after

his disastrous quarrrel with Gauguin and self-mutilation, shows van Gogh's

unflinching self-revelation. Using very few colors, van Gogh concentrates all

agony in the eyes. "I prefer painting people's eyes to cathedrals," he wrote,

"for there is something in the eyes that is not in the cathedral."

Van Gogh, "Self-Portrait with Bandaged Ear," 1889, Courtauld Institute Galleries, Loncon.
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in afeve of productivity, "I wonde
when I'll g& my stary night done?
he wrote, " a picture that haunt me
always"

The picture conveys surgirg
movemen throuch curving brush
work, and the stais and moon seen
to exploce with energy "What | am
doing is not by accident; van Gogh
wrote, "but becaus of red inten
tion and purpose" For all the
dynamic force of "Starry Night,"
the compositio is carefully bal
anced The upward thrusting
cypresss eclp the verticd steeple
ead cutting acros curving, laterd
lines of hill and sky. In both cases
the verticd forms ad as brakes
counterforces to prevert the eye
from traveling out of the picture
The dark cypresss als offse the
bright moon in the opposit corng
for a balance effect The forms of
the object determire the rhythmic

VINCENT AND THEO

Vincent and his younger brother Theo, an art
dealer in Paris, had a close, thoug h difficult , life-
long friendship . When it became obviou s Vincent
could never suppor t himsel f in a conventiona | pro-
fession (he tried art gallery assistant, teacher,
and missionary) , Theo became his sole financia |
support, allowin g Vincent to paint full-time .
Throughou t his life Vincent poured out his despair
and ambition s in letters to Theo. These have
become the essential source of informatio n about
the artist' s life and work. When Vincent killed
himself , Theo rushed to his side. Heartbroken , he
wrote their mother, "He was so my own, own
brother." Theo soon went mad himself and, with -

in five months of Vincent's suicide , died.

Van Gogh, "Crows over Cornfield," 1890, National Museum of Van Gogh, Amsterdam. Shortly before he died,
van Gogh pointed this lost picture, describing it as "vast stretches of corn under troubled skies . . . I did not need to go
out of my way to express sadness and the extreme of loneliness." The dark, lowering sky and menacing crows forcefully

embody his looming troubles.

flow of brushstrokesso that the
overal effed is of expressie unity
rathe than chaos

In van Goghs lag seveny
days he painted seveny canvases
Although unde constan strain he
was at the pe& of his powess tech
nically, in full contrd of his simpli-
fied forms, zones of bright color
without shadow and expressie
brushwork "Every time | look at his
pictures | find somethimg new," his
physician Dr. Gachet said "He's
more than a greda painter, he's a
philosopher:

Yet van Gogh was often
despondenat his lack of prospecs
and dependene on his brothe for
financid support "Until my pic-
tures sel | am powerles to help,
he wrote, "but the day will come
when it will be see that they are
worth more than the price of the
colors they are painted with, and of
my life which in generé is pretty
barren” In 1990 van Goghs "Por-
trait of Dr. Gachet sold at auctim
for $825 million, a recod price for
awork of art

After receiving a letter from
his brothe complainirg of financid

worries and fearfu of being a bur-
den van Gogh endal his lag letter
with the words "What's the use?
walked into a field with a pistol, and
sha himself He died two days later.
Briefly consciows before dying, he
uttered his final thought "Who
would beliewe tha life could be so
sad?

At his funeral betweea sobs
Dr. Gache eulogized van Gogh
"He was an hone$ man and a gred
artist He had only two aims
humaniy and art It was the art that
will ensue his survival!' Van Gogh
had said "I would rathe die of pas
sion than boredom'! He had specu
lated on the prospecs of immortali
ty: "A painte mug paint Perhapg
there will be somethimg else after
that.



FARLY EXPRESSIONISM

MUNCH: THE MIND CRACKING. The greates Norwegian painte and an impor-
tant inspiratin for the Germa Expressionis movemen was Edvaid Munch
(pronounce Moonk; 1863-1944) Although he sper time in Pars where he
learnal from Impressionis and Post-Impressiontsart, Munchs mog produc
tive period was 1892-19@ in Berlin. There he producel paintings etchings
lithographs and woodcus that expressd moden angui$ with unequald
power.

Munch was always an outsider broodirg and melancholy who called his
paintings his "children' ("l hawe nobod, else! he said) His neuross spramgy
from a traumatc childhood his mothe ard eldes siste died of consumptio
when he was young leavirg him to be raisel by a fanatically religious father
Even as an adult Munch was so afrad of his fathe that he orderal "Puberty;
his first nude painting to be covera at an Oslo exhibi his fathe attended

"lliness, madnessand deah were the bladk anges$ tha kept watch over
my cradle; Munch wrote of his painfu youth. Treatel for depressia at a
sanatorium Munch realized his psychologichproblens were a catalys$ for his
art. "l would not cag off my illness; he said "for there is muc in my art tha
| owe to it."

Munch specializé in portrayirg extrene emotiors like jealousy sexua
desire ard loneliness He aimal to induce a strorg reactia in his viewers say
ing, "l wart to pain pictures that will make peopk take off their hat in awe
the way they do in church!

His mod famouws work, "The Screant, represerd the intolerabk fear of
losing ones mind. Evely line in the painting heave with agitation settirg up
turbulert rhythms with no relief for the eye "Above the blue-bla& fjord,"
Munch wrote of "The Screani, "hung the clouds red as blood red as tongues
of fire." Today the painting has becone so famous it is practicaly a cliche for
high anxiety, but when Munch
first exhibited the painting, it
cause sud an uproar the exhibit
was closed

Although Munch often wert
for months without painting once
he began awork, he painted in a
frenzy. The easé rattled as he
attacke the canva with violent
brushstrokes After one bout of
nonst@ work, heaw drinking,
and a disastros love affair,

Munch suffered a nervols break
down. Afterwards determine to
put asice his tormentel themes
his work becane more optimistic
but less moving. Munch was a
forerunne of Expressionism a
style that portrayel emotiors
throuch distorting form and color.
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Munch, "The Scream," 1893, National Gallery, Oslo.
Munch is known for his emohonolly charged images of fear,
isolation, and anxiety that greatiy influenced the German
Expressionists.

An important precursor of Expressionism was German-
born Paula Modersohn-Becker(1876-1907),
who, working in isolation, developed a completely
moder style. Searching for, as she said, "great sim-
plicity of form," she concentrated on single figures:
widevyed, often nude, self-portraits and portraits of
peasants. In a brief career, cut short by her death
from childbirth, she executed groundbreaking images
of great intensity.

Modersohn-Becker, "Self-Portrait," 19086,
Offentiche Kunstsammlung, Kunstmuseum, Basel.
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SYMBOLISM

The forerunne of Surrealism Symbolisn was an artistic
and literary movemen that thrived in the lag decaa of
the nineteenh century Poes like Mallarme and Rimbauwd
and paintes like Odilon Reda and Gustae Moreau dis-

Rousseau, "The Sleeping Gypsy," 1897, MoMA, NY. Rousseau was a self-taught
painter of primitive, haunting landscapes, who was considered a forerunner of Surrealism.

PARTY ANIMAL

Although the public derided his work, Parisian painters recognized Rousseau as a true, if
somewhat dull-witted, original. Picosso hosted a banquet in his honor, decorating his stu-
dio with vines to make it look like one of Rousseau's jungles. He even set up a "throne"
for Rousseau, consisting of a chair on a packing crate surrounded by flags, lanterns, and a
hanner proclaiming "Homage to Rousseau."

Rousseou, ensconced on the dais, stoically endured a lantern dripping wax on his
head until it formed a pyramid like a dunce's cop. When the lantem caught fire, the artists

easily convinced the gullible Rousseau it was a sign of divine favor. While the party swirled

about him, Rousseau — who accepted the “tribute” with stroight-foced gravity, even writ-ng Picasso a thfﬁ] lggt? V\?PEFF

cardeal the visible world of surfae appearancefor the
inner world of fantasy Rimbawl even advocate that the
artist ought to be derangd to penetra¢ to the deepe
truth beneal surfa@ feelings

ROUSSEAU: JUNGLES OF THE
IMAGINATION. When an admir
er told Henii Roussea (1844—
1910 his work was as beautt
ful as Giotto's he asked
"Who's Giotto?' Rousseay
also known as Le Douanie
becaus he had bee atoll col-
lector, was as naive as his
paintings
This Frenth Grandma
Moses was an untrainal hobhy
painta when confident of his
ability, he quit his job at age 40
to paint full-time. "We are the
two gred paintes of the age!
he told Picasso "You pairt in
the '"Egyptian style | in the
modern’ Picas® and the
French avant-gar@ circle
hailed Roussea as "the godfathe of twentieth-centuy
painting;’ but one canna be sure of Picass® sincerity,
since the professionhartists who took up with Roussea
delighted in playing practica jokes on their vain, gullible
colleague
Actually, Roussea believal his fantasti¢ childlike
landscaps — full of strange lurking animak ard tree
sizad flowers — were realistc paintings in the acadent
style He studial plants and animak at the Pars zog, but
his technicé limitations were clear He minutely detailed
the lush, stylized foliage and meticulousy finished the
paintings surfa@ so that no brushstroke were visible.
Still, his figures were flat and the scale proportion and
perspectie were skewed Despie — or perhap becaus
of— thes "flaws," his stiff jungle scens haw an air of
mystely ard otherwordlines to them
A simple man Roussea sarg loudly while he
worked to keep his spirits up, but sometims frightenad
%@%‘H?ﬁ% imaginings Once he had to
open awindow and stgp work until he regaine his com
posure A visitor sav him painting with awreah of
leaves arourd his thumb When askel why, Roussea
answered "One mug study nature'



REDON: FANTASTICAL FLOWERS.
Another Frend painte who, like
Rousseapwould later inspire the
Surrealiss was Odilon Redm (pro-
nouncel Ruh DON; 1840-1916)
After drawing a subjed¢ accurately
"I am driven as in torment; Redm
once said "to creat somethimg
imaginary® The creatures of
Redons imaginatin were even
more bizarre than Rousseau's
macabe insects amoebod mon
stess like his noseles cyclops plans
with humen heads and a hot-air
balloon that is simultaneous}
an eyeball

"My originality consiss in
making improbabk beings live,"
Redm said "by putting . . . the
logic of the visible at the service of
the invisible!" Influencel by the dis-
turbing poetly of Poe and Baude
laire, Redm create works that
evoke a hallucinatoy world.

Since he was dealirg with the
unse@ world, Redon$ techniqte
focuseal on suggestig rathe than
describirg his subject He relied on
radiart color and line to inform his
erotic, perverg visions

In "Orpheu$ Redm usd iri-
descem color to evoke a magicd
netherworld The painting alludes
to the mythologica musician — his
floating, dismemberd hed is sea
in profile besice a fragmen of his
lyre — who has lost his love, Eury-
dice. Redons canvass sparklda
with glowing color — especial the
clustes of strang flowers tha were
his signature

RYDER: SUBJECTIVE SEASCAPES. The
American Symbolig painte Albert
Pinkhan Ryde (1847-1917 was
anothe fan of Edga Allan Poe
who, like Redon painted pictures
from his imagination and used sim-
plified forms and yellowish light to
creat works of haunting intensity.

One of the mog origind artiss

of his day, Ryde was the stereotypi
ca hermi artist, who, in his last
years refusal to even go out during
the day becausg he felt sunligh
would sea his eyes He
lived alone in down-
town New York amid
incredible  squalor
Totally indifferert to his
surroundings Ryde
piled his studio waist
high with dusy papers
milk bottles ashesand
dea mice in traps He
slept on the floor to
avoid bedbug and
when a caller knocked
it took 15 minutes to
clea a pat to the door.
The artig "mug live to
paint,” he said "and
not pairt to live." Amid
the dirt and disorder
Ryde painted a drean
world that contorted
reality.

Ryder looked to
nature for inspiration closely
observirg the sea and sky, but his
paintings were intentionally shot on
detal to creat the mysticd feeling
he sought "What avails a stomm
cloud accurae in color," he asked
"if the stom is not within?" In
"Death on aPak Horse; his mog
famous painting a menacimg cobra
uncoils in the foregrourl as a spee
tral figure holding a scythe gallops
acros a barren landscape
Although the image is drawn from
Ryders private demons it evokes a
primordid shudder

Sadly, Ryde was as indifferert
to his art materias as he was to his
life-style. He worked in fits and
often slappea ill-preparal paint
(even candk greasg onto a wet
undercoatingAs aresult all 150 of
his canvase are severey cracked
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Redon, "Orpheus," 1913, Cleveland Museum of Art.
Redon is known for delicate, opalescent flowers, ghostlike
profiles, and mystical apparitions.
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THE BIRTH OF MODERN ARCHITECTURE

Nea the turn of the century architectue branche out
into severh directions The Neoclassichtradition contin
ued to dominat public buildings like banks libraries
and city halls Architecs for the civic projecs studial at
the Ecole des Beaux-Arts a prestigiows but conservatie
art schod in Paris The "Beaux-Arts style of domes ard
arches seemd out of place on the bustling strees of mod
em metropolises Thee modk Gree&k or Roman buildings
were like aleftover stage sda from Spartacus.

At the sane time, new materials new technology
and new need were drasticaly changirg the professia of
architecture and an entirely different form of building
bega to emerge Architects were called upon to desigq
structures that had neve before existed suspensino
bridges grain elevators train sheds factories warehous
es and high-rise office buildings The exorbitarn cog of
urban red estat made maximum use of smal spa@
imperative and the invention of the elevate — perfectel
in the 188G — mack soarirg skyscrapes possible Cheg
sted allowed builders to rely on a strorg inner cage for
suppot instea of the traditiond masony walls and store
columns Architects found themselve being virtually
forced by moden function to bre& free of ancien Greek
and Roman prototypes

Hector Guimard, Entrance to the Metro, ¢. 1900, Paris. This wrought-iron

entrance to the Paris Metro, or subway, shows the curliag, orgaaic, plantike style of Art Nouveau tR2{ hEkghRo rEEe tlal Reod B8 rinlsiREa LN Iy SHARRRNRMy or so of sc

Charles Gamier, Opera House, 1875, Paris. The Beaux-Arts Opera House was the
epitome of the reactioaary style modern architects rejected. With its paired Corinthian
columns, profusioa of sculpture, and ostentatious oraameat, it was the biggest and
showiest theater in the world.

American midwesten archited¢ Louis Sullivans
credo of "form follows function' becane the rallying cry
of the day. The new desigrs were to expres a building’s
commercid purpose without ary overlay of historicd
ornament It was somehav fitting that the first new
schod of architectue to emerge in centuries was bom in
Chicagq "Stormy, husky, brawling, /City of the Big
Shoulders) as poe Cal Sandbug would later cal it.
Chicag was a city without a past a city of new immi-
grans tha seemd to be making itsef up as it wernt along

Chicag was al the site of the 188 World's Fair, a
huge exposition of pavilions designé to shav off Ameri-
cas industrid might Ironically — and sadlyy — the Fair's
buildings temporay plaste structureswere designé by
Eag Coas traditionaliss like Richad Morris Hunt and
the firm of McKim, Mead & White in a Neo-Roma style
totally out of syrc with Chicagos gritty reality. Dubbed
the "White City," the expo (excep for Sullivans Trans
portation Building) showel not the slightes trace of orig-
inality. The Fair's Neoclassicisn crowneal the Beaux-Ars
style as king and sd public architectue badk for severa
decades Meanwhile the metacente of moden desig
would later shift to New York where truly innovative
architectue appeard in new structure like the Brooklyn

York City's Equitabk Building (1871)



SUU/M/fc THE FIRST MODERN ARCHITECT. Louis Sullivan (1856-1924 virtually
invented the skyscrapeand in the processput Chica@ on the culturd map
With his partne Dankma Adler, Sullivan designé the Chicag Auditorium
that opena in 1889 On openirg night, dazzlel by the sumptuog building,
Presiden William Henry Harrison turned to his vice-presidet and said
"New York surrenderseh?

Sullivan and Chicag were macke for eat other As aboy of 12, he had
wanderel the strees of Bostan commentig on buildings tha "spoké to him:
"Some sad vile things;' he wrote, "some sad pruden things sonme sad
pompots things but none sad noble things!" A shot stint at the Ecole des
Beaux-Ars convincel him that Classicisn was deal weight and a radicd new
approat was necessary"lt can [be done];' he wrote, "and it shal be. No one
has — | willl " With this resolution he breeze into Chicag where despit a
financid depression"there was a stir — an energy tha mace [me] tingle to be
in the game; hewrote

Sullivan sav immediatey that the new verticd towers demandd a whol-
ly new aesthetic The tall office building "mug be evey inch aproud and soar
ing thing," he said "rising in shee exultatian that from bottom to top it is a
unit without a single dissentig line." One of the
earlieg to use the steé frame Sullivan insisted
that this inner grid be "given authentc recogni
tion and expressior. The exteria of his desigrs
always echoed not only the building's function,
but its interior skeleton

Chicagos Carson-Pirie-Scatdepartmen
store was Sullivans revolutionay metropolita
image Its gridlike appearane reflecs its rectan
gular stee framework and the sweepig horizon
tal band of windows parallé the street The stak
geometre simplicity of this twelve-stoy building
heralda the beginnirg of moden architectue in
America
Jud becaue Sullivan rejectel antique styles
did not mean he avoided decoratie elements
"Ornament when creative spontaneous$, he
wrote, "is a perfume” But just as he called for
new architectue to match new technology he
wished surfae decoratim to be fresh and inven
tive. Although the top ten stories of Carson-Pirie
Scot are sleek with bare terra-cota sheathing
the bottom two floors, at eye level, are richly dec
orated with coiling cast-irm ribbors in an Art Nouveas pattern The twisting
tendrils designe by Sullivan interlaee arourd the building to provide visud
intered and relief from the building's unadornd bulk.

Like mog visionaries Sullivan was not appreciatd as mudh in his day as
in ours His gracefl commerci structures were considerd inferior to opu-
lent Beaux-Ars knock-'em-ded buildings like the Pars Operl House It took
Sullivans prize pupil, Frark Lloyd Wright, to bring mary of the mastess ideas
to fruition.
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Sullivan, Carson-Pirie-Scott Department Store,
1899-1904, Library of Congress. Louis Sullivan is consid-
ered the father of modern American architecture.



The

Twentien

Century
Modem
Art

"Beauy mug be convulsie or ceag to be,' sad Surreali$
spokesma Andre Breton In the twentieh century art
was aggressivel convulsive with styles replacirg eat
othe as fag as hemlines changé in the fashim world.
Throughou this dizzying parade one theme was
constant art concernd itseff less with exteria visud
reality and more with interior vision. As Picass ptut it,
the artig paints "not what you see but wha you know is
there"

Twentieth-centwy art providead the sharpes brea
with the pag in the whole evolution of Westen art. It
took to an extreme wha Courbé and Mand began in the
nineteenh centuy — portrayirg contemporay life rathe
than historicd events Twentieth-centuwy arnt not only
declarel all subjecs fair game it als liberatel form (es
in Cubism) from traditiond rules and freed color (in
Fauvisn) from accuratef representig an object Modem
artists defied convention with a vengeance heedirg
Gauguins demard for "a breakimg of all the old
windows even if we cut our fingers on the glass'

At the core of this philosoply of rejectirg the past
called Modernism was a relentles queg for radicd
freedan of expression Releasd from the ned to plea®
a patron the artig stressd private concerns experiences
and imagination as the soke sour@ of art Art gradualy
moved awg from ary preteng of renderirg nature
toward pure abstraction where form, line, and color
dominate

During the first haf of the century the Schod of
Paris reigned supreme Whethe or not artists of a
particula trend lived in Paris mod movement emanatd
from France Until World War 1l the City of Light shineal
as the brightes beacm of moden art Fauvism Cubism
and Surrealisn originated there In the 195G the New
York Schod of Abstrad Expressionim dethrone the
Schod of Paris The forefrort of innovatin shifted for
the first time to the United States where Action Painte
Jacksm Pollock as his colleage Willem de Kooning
said "buste our idea of a picture al to hell."



WORLD HISTORY

Wrights fly aiplane
Einstein announces relativity theory
Earthquake shakes San Francisco

Peary reaches North Pole

Henry Ford develops assembly line
World War 1 declared

Lenin leads Russian Revolution

U.S. women win vote

Hider writes Mein Kampf
Lindbergh flies solo across Atiantic
Fleming discovers penicilin

Stock Market crashes

FDR becomes President

Spanish Civil War begins

Commercial television begins

U.S. enters World Worll

First digital computer developed

Hiroshima. hit with atom bomb

Mahatmo Gandhi assassinated, Israel founded
People's Republic of China founded

Oral contraceptive invented

DNA structure discovered, Mt. Everest scoled
Supreme Court outlaws segregation

Salk invents polio vaccine

EMis sings rock V roll

Soviets launch Sputnik

1903
1905
1906
1907
1908
1908-13
1909
1910
1911
1913
1914
1916
1917
1918
1920s
1920
1924
1927
1928
1929
1930s
1933
1936
1939
1941
1944
1945
1948
1949
1950
1952
1953
1954
1955
1956
1957

ART HISTORY

First Fouve exhibit, Die Brucke founded, Stieglitz opens 291 Gallery

Brancusi carves first abstract sculpture
Picasso & Braque found Cobism
Ash Can painters introduce realism

Kandinsky paints first abstract canvos, Futurists issue Manifesto
Der Blaue Reiter formed
Amory Show shakes up American art

Dada begins

De Stijl founded

Bauhous formed

Mexican muralists active
Soviets suppress Constructivism
Surrealists issue Manifesto

American Scene painters popular, Sociol Realists point political art

Dubuffet coins tem "L'Art Brut"

Abstract Expressionism recognized
Harold Rosenberg coins term "Action Painting," Frankenthaler invents stain pointing

Wright builds Guggenheim
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FAUVISM: EXPLODING COLOR

"Fauvign isnt everything, Matise remarked "only the beginnirg of every
thing." In duration Fauvisn was only a blip on the screa of world art, lastirg
from 1904 to 1908 As the first maja avant-garé art movemen of the twentk
eth century however it kicked off the moden erawith a bang

The 1906 Pars exhibit that introducel Fauvisn was one of those crucid
momens in art history that foreve change the way we look at the world.
Before the sky was blue and gras was green But in canvass by Faue artiss
like Matisse Vlaminck, Derain Dufy, Braque and Rouault the sky was mus
tard-yellow trees tomato-red and faces pea-greenlt was as if gremlirs seizel
the color knob on the tv and all the hues went berserk

Public respone was hostile The group got its nane from a critic who
called them "wild beast$ (fauves) Otheis termal the work "raving madness,
"a univer® of ugliness; and "the naive and brutd efforts of a child playing
with its paintbox® A visitor to the exhibit recallel how spectatos reacte
with "shrieks of laughte . .. lurching hystericaly in and out of the galleries:

What mack critics conside the Fauve "all alittle mad' was their use of
color without referene to actud appearanceFa from crazy however they
were in earnes abou experimentig with new ways to expres their emotioné
respons to a scere (generaly landscaps or seascapepaintal outdoors)

The Fauvesradicd departue from tradition originated when they saw
— and were deepy impressd by — retrospective on van Gogh Gauguin
and Cezane from 1901 to 1906 Vlaminck told of encounterig van Goghs
work: "I was so moved | wantel to cry with joy and despair On that day |
loved van Gogh more than my own father' Matiss had alreag experimentd
with transformirg traditiond subjects as in a male figure he painted pure
blue. But, after meetirg Vlaminck and Deran at the van Gogh show he visited
their joint studo and saw their clashirg colors ard bold distortiors of form. "I
couldnt sleg lag night," Matisse wrote the next day The movement which
neve called itsef a movemen althoudh its practitiones worked togethe and
shar@ comma goals was bom with Matiss as its spokesman

Anothe influence on the Fauves refusa to imitate natue was their dis-
covery of non-Europen tribal arts which were to play a formative role in
moden art Derain Vlaminck, and Matiss were amoryg the first to colled
African masks The art of the Souh Seas popularizel by Gauguin and Cen
tral and Souh American artifacs al® led them away from the Renaissaretra
dition and toward freer, more individud ways of communicatig emotion

FAUVISM

LOCALE: France
PERIOD: 1904-8

NOTABLES: Matisse, Derain, Viaminck , Dufy,
Rouault, Braque

HALLMARKS :  Intense, bright , clashin g color s
Distorte d form's and perspectiv e
Vigorou s brushstroke s
Flat, linear pattem's
Bare canvas as part of overal| design

TRANSLATION: Wild beast

DRUNK ON COLOR. The fauves
shara@ an intoxication with exagger
ated vibrant color. They liberated
color from its traditiond role of
describirg an objed to expressig
feelings instead After pushirg siz
zling color to the extreme of non
representationthe Fauves becane
increasingy intereste in Cezannes
emphass on underlying structure
which gawe rise to the next revoluw
tion in art Cubism

Braque only very temporariy
a Fauve went on to do his beg
work as founder, with Picasso of
Cubism For others like Derain
Dufy, and Vlaminck, their brief
Fauwe fling represente their fines
work. Of the Fauves only Matisse
continuel to explore the potentid
of pure color as he went on reduc
ing forms to their simpleg signs
Although Fauvisn was short-lived
it was highly influential, especialy
on German Expressionism

By 1908 the Fauves had taken
the style to its blazing limit. Burn-
out was inevitable Braque
explaina its demise saying "You
cant reman foreve in a stae of
paroxysm'



VLAMINCK: TO KNOW EXCESS. Maurice de Vlaminck (1876-1958 "painted;
accordirg to one critic, "as other men throw bombs" Vlaminck did every
thing in extreme When he ate lamb, he ate awhole leg, when he went cycling,
he rode 150 miles in one day, when he told the story of an uneventfil train
derailment he embellishe it with tales of bodies littering the landscap ard
blood on the tracks

Physicaly a big man who was extremey sure of himself Vlaminck in his
life and art was the wilded beas in the Fauwe jungle He taugh boxing played
the violin in see@ cafes and wrote soft-coe porno novels A self-taugh artist,
he braggel tha he neve sd foot in the Louvre Overwhelme by the 1901 van
Gogh show Vlaminck, with his friend Derain startel squeezig paint on the
canva straigh from the tube smearimg the bold colors thickly with a palete
knife. He placal dauls of clashirg colors side by side to intensify their effect
making his exuberahlandscaps seen to vibrate with motion A favorite sub
ject was the bridge at Chatoy the Pars subub where he lived, portrayel at a
shap tilt with thick, expressie brushwork

DERAIN: FIREWORKS. Andre Deran (pronounce duh REN; 1880-1954 was
the quintessentiaFauve He reducel his brushstroks to Morse code dots
and dashes of burning primary colors exploding he said like "charges of
dynamite®
Derain pioneere strorg color as an expressie end in itself. His bold,
directiond brushstroke eliminated lines and the distinction betwea light ard
shade In his harba and bead scenesthe differing strokes — from chopyy to
flowing — give a seng of move
mert to sky and water
For the first two decads
of the twentieh century Deran
was at the avant-gare hub, a
creato of Fauvisn and an early
Cubist He later turned to the
Old Mastes for inspiration and
his work becane dry and aca
demic The sculpta Giacometit
visited Derain who had clearly
outlived his fame on his
deathbed When askal if he
wanted anything Derain
replied "A bicycle and a piece
of blue sky

FAUVISM ikl

Derain, "Big Ben," 1905, Troyes, Private collection . Derain
applied bright, clashing colors with expressive brushstrokes to distort reality — the ide
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DUFY: FAUVE'S ANIMATOR. It's been sad one can hea tinkling champage
glasse when looking at Raou Dufy's (pronounced Doo FEE, 1877-1953 pic-
tures His cheerful canvase of garden parties concerts horse races regattas
and bead scens on the coas of Normand/ are undeniaby fashionable Yet
Dufy was more than a mere entertaine and chronicle of the rich. His drawing
was so fluid, his colors so vivacious that he neve failed to animate a scere
with charm

Everything came easily to Dufy. As a studett at the Ecole des Beaux
Arts, he found drawing with his right hard too facile, so he switchel to the
left, which he eventuraly cane to prefer Passiona abou music he closal his
eyes while listening to an orchesta ard visualizal colors like the crimsan and
rose tha saturae his paintings

Although Expressionim (distorting an objects actud appearane to
relay an artists emotion& responsgis usually associaté with violent, perverg
subjects Dufy provel it could be jovial. He usal intens colors tha hawe
nothing to do with an objects appearane but everythirg to do with his own
outlook When accusd of neglectirg naturd appearanein his painting he
said "Nature my dea sir, is only ahypothesis. Dufy's pleasure-soalkpaint
ings of the life of leisure were immensey popula and helpad win acceptane
for his fellow Fauves

ROUAULT: STAINED GLASS PAINTINGS. Georges Rouaut (pronounced Roo OH;
1871-1958 worked with the Fauves briefly and share with them technica
traits like expressie brushwok and glowing color. Yet, while
the other Fauves paintal urbane joyous canvaseshis were
filled with pain and suffering
A devou Catholic Rouaults lifelong concen was to
redeen humaniy throudh exposimg evil. In his early work, he
concentratd on condemniry prostitutes and corrupt judges
with savage slashimg brushstrokesLater he portrayel sa cir-
cus clowns and finally, after 1918 virtually all his work was on
religious subjects especial the tragic face of Christ Rouaults
"passion’ he believed was bed "mirrored upon a human
face!
As ayouth, Rouaut apprentice with a staina glas
make and repaira medievd cathedrbwindows The heavy
black lines compartmentalizig bodies into richly colored seg
mens in his matuee oils hawe the fed of stainel glass Rouaults
simplified bodies hawe a powerful expressie function to com
municat his religious faith.

Rouault, "The Old King," 1916-37, Camegie
Museum of Art, Pittsburgh. This figure of an aging Bibli-
cal king shows Rouault's trademark blocks of deep color

hordered by massive black liaes like stained glass.

FIRE SALE

Georges Rouault's relationship with his dealer, the
famed avant-garde champion Ambroise Vollard, was
not exactly tension free. Rouoult had too many overly
ambitious (nomely, unfinished) projects in progress at
once. Vollard, whom Cezanne called a "slave driver,"
was always nagging him for finished work to sell.

Once Rouault nearly bumed alive. Dressed as
Santa Claus to amuse his children, the cotton padding
in his costume caught fire from condles on the Christ-
mas tree. His hands were seriously bumed, a clear set-
back to his work. Vollard, ever the taskmaster, was
unsympathetic. "You've been through fire!" he said.
"Your painting will be oil the more beautiful." But after
Vollard's death, to show how litlle he cared for money,
Rouoult bumed several hundred unfinished canvases in

a factory fumace.



TWENTIETH-CENTURY SCULPTURE:
A NEW LOOK

Sculptue som caugh up with the currert of antirealisn tha swep twentieth
centuy painting

BRANCUSI: THE EGG AND |. The greates Modernid sculpta was Rumanian
artist Constantn Brancus (1876-1957) who shavel away detal almog to the
vanishirmg point. "Since the Gothic, Europea sculptue had becone over
grown with moss weeds — all sorts of surfa@ excrescencewhich completey
conceald shape; British sculpto Henty Moore said "It has been Brancusi
missian to get rid of this undergrowh and to make us once more shape-con
scious

Brancus$ saw reality in terns of afew basic univers& shapesthe egg the
smooh pebble and the blade of grass Whateve the subject from 1910 he
simplified its form — in wood, marble or metd — into the® elementa
shapes "Simplicity isnot an erd in art," Brancus said "but one arrives at sim-
plicity in spite of onesdlin drawing neare to the reality in things”

Brancus$ showel his independenspirit early. He left home at age 11 to
work as a shephed and wood-carver He then macde his way from Bucharesto
Pari on foot. When he arrived in Frane in 1904 he was offered ajob as assis
tant to Rodin, the reigning king of sculpture Brancus$ refused saying "No
othe tree can grow in the shadov of an oak!'

Brancus$ was first to abando the acceptd practie of letting profession
al stonecuttes do the actua carvirng of a sculpture In 1907 he began carvirg

store directly, sayirg his hand followed
where the materid led. Sculpto Jacqus
Lipchitz, whose studio was below Bran
cusi's recallae a constam tappirg like a
dripping fauced tha kept him awake It
was Brancusj continualy chipping away
until he reachel an absolue bedrod
image "Creat like agod commanl like
aking, work like a slave| Brancus said

BRASS TAX

When "Bird in Space" was brought to the U.S. for a
Brancus i show, a custom S inspecto r refused to exempt
it from duty as a sculpture . He insiste d it in no way
resemble d o bird ond was, therefore , not a work of art
but a hunk of metal to be taxed as raw material .
Anothe r officia | had less troubl e with the sculptor' s
work. When a Brancusi sculptur e was denounce d in
Paris as obscene ond a policema n came to haul it
away, the gendarm e offered this appraisal : "I see
nothin g indecent ; this looks like a snail."

Brancusi, "Bird in Space,” ¢. 1927, MoMA, NY. This work
represents not an actual bird but the concept of flight. "What is
real is not the external form," Brancusi insisted, but the essence
of things." Although Brancusi's sculptures abandoaed recogniz-
able images eahrely, he drew his themes from nature before
reducing them to the most concentrated, elemental kemel.
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MODIGLIANI:
THE PRIVILEGE OF GENIUS

Italian artist Amedeo Modiglian i (1884-1920) is
known primaril y for pointing s of reclinin g nudes. All
the figure s have long, thin necks, slopin g shoulders ,
tilted heads with small mouths, long noses, and
blank slits for eyes. In additio n to his originalit y in
painting , Modiglian i was brash in both sculptur e and
zest for ife.

Too handsom e for his own good, Modi (as
he was called) plunged into the bohemian life in
Paris. Althoug h poor as a pauper, he dressed to the
hilt, with flying red scarf and loud corduro y suit.
When the mood struck , he wos wont to strip off his
clothes , shoutin g to astounde d cafe patrons, "Loo k
at me! Don't I look like o god?" With his friend
painter Maurice Utrillo, Modi carouse d all night in
bars, chantin g poetry, swilln g down cheap wine and
absinthe , and smokin g hashish . Togethe r they made
airplane s out of banknote s ond sailed them over
trees. He treated his mistres s abominably . Once, in
a violent rage, he threw her out the window . "Peo-
ple like us have differen t rights from other people
because we have differen t needs which put us...
above their morality, " he wrote .

Modi painted portrait s for a few francs to
buy drink, but poverty was a real handicap when it
came to sculpture . For wood to carve, he stole rail-
way ties. Modi never cared for modelin g in clay.
"Too much mud," he said, so he pried up stone
block s from street beds ot night. Like his neighbor ,
Brancusi , Modi carved simplifie d figure s that radiate
primeva | power. "Your real duty is to Save your
dream," Modi said. After drinkin g all night and sell-
ing the suit he was wearing to buy more wine, he
caught pneumoni a in the bitter cold of dawn.

Modiglian i died at the age of 35.
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TWIN TITANS OF THE TWENTIETH
CENTURY: MATISSE AND PICASSO

If the first fifty yeasws of twentieth-centuy art were reducel to two painters
they would be Picass and Matisse the "North and the Souh Polé' of art, in
Picass® words Thes two prolific Frend artists were indeal opposie points
on the compas for al Modernig explorers Ead inspired a differert form of
revolt agains realism one of shape the othe of color. Picassoin Cubism
broke up forms to recombire them in new ways Matisse not to descrile form
but to expres feeling launche a chromatc revolution

MATISSE: IN LIVING COLOR. "You spe& the langua@ of color," the aging Renot
told Henii Matiss (1869-1954) From the time Matiss pioneerd jellybean
bright Fauwe landscaps until the brilliant cutous of his old age Matiss
believed "Color was not given to us in order tha we shoul imitate Nature?
he said but "so tha we can expres our own emotions:

Reaction agains his early experimens was so violent, Matiss would not
let his wife atterd his groundbreakig 1906 exhibit When an outrage viewe
insisted "It's not awoman it is a painting;’ Matiss sad tha was exacty his
idea "Above all, | did not creat awoman | mace a picture! This was the
bast premis of twentieth-centwy painting art does not representbut recon
structs reality. Or, as the Cubid painte Braque put it, "It is a mistale to imi-
tate wha one wans to create'

ART OF OMISSION. "You were bom to simplify painting,’ Matisses
teacher Gustae Moreay told his pupil. It was as if Matiss put the
overblown Salm style on a diet, stripping it down to bare bones
Throughou his long career working 12 to 14 hours a day, seven
days aweek Matise sough to eliminat nonessential and retan
only a subjects mog fundamenthqualities "Condensatio of sensa
tions . . . constitutes apicture;' is how Matise explainal his tech
nigue His preliminay sketchs evolved from comple to simple
from particula to general as one after the other he pared away
extraneos details A minimalig before the term existed Matisse
perfectly evokeal sensubnudes in line drawings with barey a dozen
strokes

"FEEL-GOOD PAINTINGS." Matiss lived in trying times Countles

strikes uprisings assassinationsand two world wars exploded

arourd him. Yet his paintings with titles like "Joie de vivre" blithely

ignored all socid or political controversy Matisse had "sun in his

belly,” Picass sad of his chid rival whose charmirg scens shire

with the radiart light of the Mediterranea coast Matisses typicd

subjecs almog persuae the viewe tha paradig exist on earth tables laden
with tropicd fruit, flowers and drink; views out sunry windows and femak
nudes languorous} reclining

Matisse, "The Green Stripe (Madame

Matisse)," 1905, Statens Museum fur Kunsr, Copen-

hagen. Matisse used color to transform a conventional

subject into a vibrating, original design. Energizing the

face, the unexpected streak allows the head to compete

with the assertive background. Matisse stressed surface

pattern, placing equal emphasis on foreground and back-grouad, ond

Matisse, "Goldfish and Sculpture,” 1911,
NY. One of the most influential modem painters, Matisse
expressed the joy of life through powerful colors ond simpli-
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Matisse believed painting shout not only be beautifu but
shoul bring pleasue to the viewer. He was maste of the sinuousy
curved line called an "arabesque.""Whtal dream of is an art of
balance of purity and sereniy devod of troubling or depressig
subje¢ matter, he sad — an art comfortabé as an armchai after a
had days work.

Matisse cane late to painting havirg trained to be a lawye to
pleag his bourgeos father While he was recoverirg from an
appendectomyhis mothe brouglt him a box of paints and a how-
to book ard the world lost an attorng ard gainel an artist "It was
as if | had been called; he remembered"Henceforh | did not
lead my life. It led me?

Matisse, "Dance" (first version), 1909, MoMA, NY. Matisse used Matisse left for Pars to study art, with his father shouting
deliberately simplified forms and only three colors to portray the essence of joyful mteroant hesrtensiiag Eol@s( Theshltest anblesifieict sty thacshid Fige grbertisbet grdes traliesarh”) were so vivaci
notariey as leade of the Fauves 19 show In 1917 Matiss began
to sperd winters on the Frendt Riviera — first in Nice, then in
Vence where he donatel a chapé of his own desig that is one of
the mog moving religious buildings in Europe Matis® was not a
believer His view of an afterlife was a celestid studio "where | would paint
frescoes. He had however wha he describel as "a religious feeling towards
life." After locd nuns nursel him throuch a seriots illness in the 1940s the
gratefu Matise devotal himsef to evey detal of the chapel

THE ULTIMATE PAPER CUTOUTS. In his last years Matiss was bedridden
Although arthritic, by fastenimg a charcoéa stick to a bambam fishing pole he
was able to sketd huge figures on the ceiling abowe his bed But his favorite
activity was to cut fancifu shaps out of brightly colored pape to be glued
into large-scat collages Thes cutout are the mog joyous creatiors of ary
painters old age ard injected wider scope ard freedan into his art

In "Les Betes de la Mer" ("Beass of the Sea") Matiss uses symbolic
shape to imply coral surf, and sea plants arnd animals The dissonah colors
produce visud excitemen and energy Indeed his colors were so bright his
docta advisel him to wea daik glasse when working on the cutouts From
floor to ceiling the vivid shaps coveral his bedroaon walls. "Now that | dont
often get up,” he said "I've macde mysef a little garden to go for awalk in."
The vivid collages were his mog origind work, the culminatian of a lifetime of
simplifying and intensifying art The only differene betwee his earlie paint
ings and the cutouts he said was tha "l haw attainel a form filtered to its
essentials.

Matisse$ constan refrain was "Exactituce is not truth." A subjects
"inherent truth — "the only truth tha matters; accordirg to Matise — dif-
fered from outwad appearanceTo find this core truth mean searchig for an
irreducible "sign" to represehan object The fad that the "sign" seemd
childishly simple was patt of Matisse$ success "l hawe worked for yeas in
orde tha peopk might say 'lIt seens so eay to do!"

Matisse, "Les Betes de la Mer," 1950, NG, Wash-
ington, DC. In Matisse's collaged paper cutouts, his charac-
teristic elements of suggestive forms and dazzling color for
emotional impact are evident.
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PICASSO: THE KING OF MODERN ART. "When | was a child, my
mothe sad to me 'If you becone a soldier, you'll be a general
If you becone a monk, you'll end up as the Pope,” Pabb
Picas® (1881-1973 told his mistres Francoi® Gilot.
"Instead; he added "I becane a painte and wound up as
Picassd.
For half a century Picass led the forces of artistic innova
tion, shockirg the world by introducirg a new style and then
moving on as som as his unorthodoy becane acceptedHis
mos significant contribution — aided by Braque — was
inventing Cubism the maja revolution of twentieth-centuy
art. Until the age of 91 Picas®e remaineal vital and versatile
Probabl the mog prolific Westen artig ever Picas® pro-
duceal an estimatée 50,0 works
Picas® could draw before he could talk. His first words
at age two were "pencil, pencil;' as he beggge for a drawing
tool. Born in Spah the son of a medioce painter by his mid-
teers Picass had masterd the art of drawing with photograph
ic accuracy When he visited an exhibit of childrens art in 1946
he remarkel at tha age he could draw like Raphael but "it took me mary Picasso, "The Bindman's Meal," 1903, MMA, NY
yeas to leam how to draw like thes children” Picasso's melancholy "Blue Period" paintings portray thin,
suffering beggars and tramps.
Although Picas® worked in a numbe of distinctive styles his art was
always autobiographical"The paintings; he said "are the pages of my diary."
Walking throudh the chronologich sequene of work in Pariss Musee Picass
is like wanderirg the corridors of his love
life. Women were his chid soure of inspk
ration

BLUE PERIOD. Picassc first origind style
grew out of his down-and-otiyeas as an
impoverishe artist The Blue Periad of
19014 is so called becaus of the cod
indigo and cobal blue shades Picas®
used The paintings obsessd with
scrawry blind beggas and derelicts liter-
ally projed the "blues' tha seizal Picass
during this period when he had to bum
his sketcha for fuel. Working without
recognition he elongate the limbs of his
bony figures until they looked like starvel
El Grecos

ROSE PERIOD. As som as Picase settla
full-time in Paris (he spen his working
caree in Francg and met his first love,
Fernane Olivier, his depressin vanished

He began to l_Jse d_ellcab pinks ard egrh VOLLARD CUBED. "I have no idea whether I'm a great painter," Picasso said, "but | am a great draftsman."
colors to paint circus performes like Although he could draw likenesses as precisely as Ingres, he chose to invent new forms rather than perpetuate
harlequirs and acrobats The paintings of the old. In the Analytic Cubist portrait of Vollard, Picasso broke the subject into a crystallike structure of interlocking facets in su

this Rose or Circus Periad (1905-9 are
sentimenthand romantic



ANATOMY OF A MASTERPIECE

During the Spanish Civil War, fascist dictator Francisco
Franco hired the Nazi Luftwaffe to destroy the small
Basque town of Guernica. For three hours warplanes
dropped hombs, slaughtering 2,000 civilians, wounding
thousands more, and razing the undefended town. The
Spaniard Picasso, filled with potriotic rage, created the
25-foot-wide by 11-foot-high mural in one month. It is
considered the most powedul indictment ever of the
horrors of war. "Painting is not done to decorate apart-
ments, " Picasso said. "It is an instrument of war for
attack and defense against the enemy."

Picasso incorporated certain design elements
to create a powedul effect of anguish. He used a block-
whiteijray palette to emphasize hopelessness and pur-
posely distorted figures to evoke violence. The fagged
lines and shattered planes of Cubism denote terror and
confusion, while a pyramid format holds the composi-
tion together. Some of Picasso's symbols, like the slain
fighter with a broken sword implying defeat, are not
hard to decipher. Picasso's only explanation of his sym-
hols was: "The bull is not fascism, but it is brutality and
darkness. ...The horse represents the people."

"NEGRO" PERIOD. Picas® discovere the power of
abstractd African masks arourd 1907, incorporatirg
their motifs into his art In the sane yea he producel the
breakthrouty painting "Desmoisells d'Avignon; one of
the few works that singlehanded! altered the cours of
art

HARBINGER OF CUBISM: "LI'S DESMOISELLES D'AVIGNON."
Called the first truly twentieth-centuy painting
"Desmoiselle$ (see p. 22) effectively enda the nearly
500-yea reign of Renaissance-ruteWesten art. The
mog radicd shift sinee works by Giotto and Masaccio it
shatterd evel precep of artistic convention Picass®
five nudes are hazy on anatomy with lop-sided eyes
deformal ears and dislocatel limbs. Picass al® frac
tured the laws of perspective breakimg up spae into
jaggel planes without orderly recessio — even presemt
ing the eye of one figure from a frontd view and face in
profile. Picas® smashd bodies to bits and reassemble
them as facetal planes that one critic comparel to a
"field of broken glass:

The aggressie uglines of the women repellde visi-
tors to Picassa studia Matisse though the painting a
hoax and Braque shaken said "It is like drinking
keroser in order to spit fire." The modemn writer
Gertruck Stein Picasse friend and patran (whos own
portrait by Picass was less than flattering althoud she
admitted "For me, it is ") defende his daring "Every
masterpiee has come into the world with a do= of ugli-
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nes in it. This uglines is a sign of the creators struggk to
say somethig new!’

"l paint what | know," Picas® said "not what |
see” Inspired by Cezannes geometrc patterns Picase
broke reality into shard representig multiple views of
an objed see from front, rear and badk simultaneously

SCULPTURE. Picas®e shod up sculptue as thoroughy as
he did painting In 1912 his "Guitar' she¢ metd assem
blage completey broke with traditiond method of carw
ing or modeling marble or clay. One of the first to use
found objects Picass transforme the unlikelies materi
als into sculpture as in his "Head of a Bull" composé of
a bicycle sea ard handlebars

DIVERSITY. After World War |, Picass experimentd with
widely differing styles drawing faithful likenesss one day
and violently distortel figures the next "To copy othes is
necessary, Picas® believed "but to copy onesef is
pathetic® With sud miscellaneos talent and interests
there could be no smooh sequene of "early,” "middle,"
and "late" styles

A restles explore constanyy re-inventirg the shape
of art Picass summael up his caree in the words "l love
discoverimg things® As his friend Gertruce Sten put it,
"He alore amorg paintes did not se himsef the prob-
lem of expressig truths which all the world can see but
the truth which only he can see'
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CUBISM

One of the maja turning points in
twentieth-centuy art, Cubian last
ed in pure form only from 1908 to
1914 The style got its name from
Matisses dismissa of a Cubig land
scape by George Braqle as nothing
but "little cubes" Although the
four "true" Cubiss — Picasso
Braque Gris, and Lega — broke
object into a multitude of pieces
that were not actually cubes the
name stuck Cubian liberated art by
establishing in Cubig painte Fer
nand Legers words that "art con
sists of inventing and not copying”

ANALYTIC CUBISM. The first of two
phase of Cubian was called "Ana-
lytic" becaus it analyza the form
of objecs by shatterig them into
fragmens$ spreal out on the canvas
Picass®s "Ambroise Vollard" (ses
p. 136 is a quintessentibwork of

Picasso, “The Studio," 1928,

SYNTHETIC CUBISM employs strong colors aad decorative shapes. At left the painter holds a brush indicated by a small diagonal line at the end of a horizontal "arm." His oval "head" coataias three vert

Analytica Cubism Picas® and
Braque worked in a nearly
monochrone palette using only
brown, green and later gray in
order to analyz form without the
distraction of bright colors

SYNTHETIC CUBISM. Braque and
Picas® invented a new art form,
called collage (from the Frend
word "coller," to glue). From 1912
to 1914 joined by Spani$ painte
Juan Gris, they incorporatd sten
ciled lettering ard pape scrafs into
their paintings Braque$ "Man-
dolin" dismantle the stringed
instrumen only to reassemblgor
"synthesizé, its essentihstructurd
lines in corrugate cardboad and
newsprint

Besides Braque and Picasso
Juan Gris (pronouncel Grease
1887-1927 contributel significant
ly to Synthetc Cubism From 1909
Fernamd Lege (pronounce Lay
ZJEH; 1881-195% adda curved

Braque, "Mandolin," 1914, Umer Museum, Ulm, Ger-
many. Coinventor of Cubism with Picasso, Braque collaborat-
ed in the development of collage during the Synthetic Cubist
phase.

forms to the angula Cubig vocabu
lary. Becaus his shaps tendel to be
tubular, he was inevitably dubbel a
"Tubist." He is mog noted for his
urban industrid landscaps full of
polished metallic shapesrobotic
humanoids and hard-edgd mech
anicd gears

The teasirg quality of all
Cubig ant springs from its ambiva
lence betwee representatin and
abstraction On the brink of dissolv
ing an objed into its componen
parts hints of it flicker in and out of
consciousnessBaseal on the world
of appearancesCubian delivers a
multi-facetel fly's-eye view of reality.
"It's not a reality you can take in
your hand It's more like a per
fume," Picas® said "The scer is
everywhee but you dont quite
know wher it comes from."
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MODERNISM OUTSIDE OF FRANCE i seor

During the decae after the birth of Cubism the world witnesse astoundiny Throughout his fife, Boccioni wos close to his mother,
changes Technoloy zoomel ahea at breaknek speed transformirg the who was the subject of many of his porraits. During
world from agrarian to industrial from rurd to urban Againg a backdrg of
World War |, Europe eruptal in political chaos Finally the Russia revolution
of 1917 called for the destructim of everythirg from the old regime Artists ion. His mother, nothing if not supportive, followed the
searchd for new forms to expres this upheaval Three movemens — Futur
ism in Italy, Constructivisn in Russia and Precisionis in the United States —
adaptel the forms of Cubism to redefire the natue of art Futurists!”

World War | Boccioni volunteered for the cyclist battal-

racing bikers in a carriage shouting, "Long live the

FUTURISM

KINETIC ART. Futuriam began in 190 as a literary movemet when the Italian
poe F. T. Marineti issua its manifesto Marinetti, a hyperactie self-promote
nicknamel "The Caffeire of Europe’ challengé artists to shav "courage
audacity and revolt' ard to celebrag¢ "a new beauty the beauy of speed:

BOCCIONI: POETRY IN MOTION. Marineti found an ally in the ambitious aggres
sive painte Umberb Boccion (1882-1916) who urgeal paintes to forsale art
of the pag for the "miracles of contemporay life," which he defined as rail-
roads ocea liners and airplanes The bosy Boccioni labela by a friend
"Napolem come bad to life," refusel to study acadend art "I wart to pain
the new, the fruit of our industrid age®

FASTER THAN A SPEEDING BULLET. The key to Futurig art, practicel by

Giacono Balla, Carlo Carrg Luigi Russolg and Gino Severin in add#

tion to Boccioni was movement The paintes combinal bright Fauwe
colors with fractured Cubig planes to expres propulsion In his mog
famouws painting "The City Rises| Boccion portraya workers and
horses bristling like porcupine with his trademak "lines of force' radr
ating from ead figure to imply velocity. He tried to captue not just a
freeze-frane "still" of one instart but a cinematt sensatia of flux.

Although Futurig arnt was fairly well received the members public Boccioni, "Unique Forms of Continuity in Space,”
demonstratios cause an uproat To provoke the passie public, Futuriss 1913, MoMA, NY. Boccioni celebroted the power and
climbed the bel tower of Venices St Mark's. As churchgoes exited they dynamism of modern fife in ths Futurist sculpture of a trid-

. ing figure.
bombarde them with outrageos slogars blastel through loudspeakers
"Burn the museums Drain the cana$ of Venicd Burn the gondolas rocking
chairs for idiots! Kill the moonlight" The rebek measurd their succes by THE FUTURIST COOKBOOK
the amourn of abu in the form of insults rotten fruit, and spoiled spagheit
the crowd hurled bad at them

Boccionis mod famous work is "Unique Forms of Continuity in Space.
The chargirg figure is an answe to Marinetti's belief that "a roaring racirg car ists even odvocoted a new cooking style colled Cucina
that seens to run on shrapnéis more beautifd than the Victory of Same
thrace" Boccionis Futuro-Cubis Nike (see p. 13 for original) slices throuch
spae trailing flamelike flaps "I am obsesse the® days by sculpture’ Boc combinations” of ingredents, like a sauce made of
cioni wrote "l think | can achieve a complee revivd of this mummified art.” chocolate, pistachio, red pepper, and eau de cologne.
After making goad on his boast he died in ariding acciden at age 34. Boc-
cioni and Marinett foundedl a movemen basel on speed With the deah of
its leadirg artist Boccioni Futurian died fast

As part of their quest to overthrow ol tradition, Futur-

Futuristica. Recipes used "completely new, absurd

Buon appetito!
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CONSTRUCTIVISM: THREE MODERNIST MOVEMENTS.
SEEING RED.
Around 1914 the Russia avant FUTURISM CONSTRUCTVISM PRECISIONS
garce flourished with artists called
Constructivists like Vladimir PERIOD: 1909-18 1913-32 1915-30
Tatlin, Liubov Popova Kasimir .
Malevich, El Lissitzky, Alexande | LOCALE Italy Russia United States
Rodchenke Naum Gabg and
Antoine Pevsner Erom Cubian the | ARTISTS: Boccioni, Bulla, Tatlin, Malevich, Sheeler,
Constructiviss borrowed broken Severini, Carra, POpOV&, Rodchenko, Demuth,
shapes From Futuriam they adopt Russolo Lissitzky, Gabo, Pevsner O'Keeffe
ed multiple overlappimg images to
expres agitatel moden life. These | FEATURES: lins of force geometric art sleek urban
artists pushe art from representa representing reflecting modem and industrial forms
tiond to abstract movement and technology

Then the 1917 revolution con modern life

verted Russia sociey from a feudd
stake to a "peoples republic!’ Lenin
tolerated the avant-garde He though they could teach
the illiterate public his new ideology through developirmy
novd visud styles For a brief time, before Stalin crackel
down ard forbace "elitist" easé painting Russias mog
adventuros artist led a social as well as artistic revolu
tion. They wantel to strip art, like the state of petty
bourgeos anachronismsThey tried to remale art, as well
as society from scratch

Tatlin, "Model for the Monument for the 3rd Internation-
al," 1920. Recreated in 1968 for exhibition at the Modema Museet,
Stockhalm. lotlin planned this revolving tower as a symbol of the momen-
tum and unlimited poteahal of the Soviet Union.

About 1914 Tatlin (pronouncd TAT lahn, 1885
1953 originated Russia geometrc art. He called this
abstrat art, which was intenda to refled moden tech
nology, "Constructivismi becaus its aim was "to con
struct' art, not creae it. The style prescribé using indus
trial materias like glass metal and plastc in three-dimen
siond works. Tatlin's mog famous work was a monumen
to celebraé the Bolshevk revolution Intende to be
1,3 fee tall, or 300 fee highe than the Eiffel Tower, the
monumen was plannal for the cente of Moscow Since
sted was scarce his idea remaine only a model but it
clearly would hawe been the mog astonishig "construct
ever Tilted like the leanirg Tower of Pisg the openwok
structue of glas and iron was basel on a continud spird
to denoe humanitys upwad progress

Tatlin's rival, Malevich (pronouncd MAL uh vich;
1878-1935) al pioneerel abstrat geometrc art His
square floating on a white backgroum and finally his
white-on-whit painting simplified art more radically than
eve before Malevich wanted "to free art from the burden
of the object! He tried to make his shaps and colors as
pure as musicad notes without referene to ary recogniz
able object Popowa (1889-1924 adde glowing color to
Analytic Cubism

Thes artist believal they could build a technologi
cd Utopia throug their designs But arourd 1924 the
drean endal brutally. The Communis$ Pary declarel art
mug be functional an art for the massespreferaby
propagandistic Stalin sent nonconformimg artiss to labar
camps and locked away their Modernig works in cellars
The flowering of Russia invention and optimism lasted
only a brief "Pragte spring*



PRECISIONISM: MODERNISM IN AMERICA.

In 1907 when Picas® was effectively burying the Renaissanewith "Les
Desmoisells d'Avignon," American art was plantel solidly in the past Only a
group of paintes known as The Eight, or the Ashcan Schod (see p. 154
dared shale up conventim by portrayirg real-life subjecs of the Big City
rathe than maiders on unicorrs in moonlight Anothe group of American
artists the Precisionistswas concernd not just with new subjet¢ matte like
the Ashcan Schod but with new attitudes toward form. The leadirg figures of
this movement which flourished in the 1920s were the paintes Charles
Sheele (1883 1965) Charles Demut (1883-1935) and Georga O'Keeffe
(1887-1986)

The Precisioniss straddle the borderlire betwee representatio and
abstraction They simplified forms to an extrene of spae geometry using
clean-edgd rectangls to indicake soarirg skyscrapes and factories Sheeles
"River Rouge Plant' praises the severe engineerd beauy of an automobié
factory, while Demuths "My Egypt' portrays grain elevatos with the epic
grandeu of ancien pyramids

OKEEFFE: AN AMERICAN ORIGINAL. One of the mog free thinking artists to
bring American art out of its culturd backwate and into the Modernig main
strean was Georga O'Keeffe "I decide tha | wasnt going to sperd my life
doing what had already been done} she sad and proceedd to do what no
one had dore before O'Keeffe is beg known for her huge blowups of single
flowers like irises and calla lilies. O'Keeffe told why she magnified flowers
"Nobody has sea a flower — realy — it is so smal — we havert time — and
to seetakes time. . . . I'll pairt it big and they will be surprisel into taking time
to look at it." O'Keeffe evokel nature without explicitly describirg it and
approachd the brink of abstraction "l found tha | could sa things with
color and shaps that | couldnt sa in ary othe way — things that | had no
words for," she sad in 1923

Six yeass later, entrance by bare deset landscapesO'Keefie went to
New Mexico. She painted outdoors day and night, sleepirg in atent and
wearirg gloves to work on frigid days Sometims the wind ragel so fiercely it
blew the coffee out of her cup and swep away her easel She specializé in
broad simple forms to portray red sunsetsbladk rocks and rippling cliffs. In
the Weg O'Keeffe further pared down her art, literally to the bare bones in a
series of skul and pelvic bore pictures Her bleached-boa paintings portray
austere curvilinea forms to express she said "the widenes and wonde of
the world."

In her nineties despie failing eyesight O'Keefe tackled a new art form:
pottery. At 90 she explainel her success"It takes more than talent It takes a
kind of nerwe ... akind of nerwe ard alot of hard had work."

O'Keeffe, "City Night," 1926, Minneapolis Institute of
Arts. O'Keeffe reduces skyscrapers to polished, streamlined
forms like architectural drawings.
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STIEGLITZ AND O'KEEFFE

In 1916, Alfred Sfieglit z was a famous New York
photographe r whose Photo-Secessio n Gallery
(also called 291 after its Fifth Avenue address)
was the hub of avant-gard e activity in New York.
Georgia O'Keeffe was then a 28-year-old art
teacher. "Finally a woman on paper," Stieglit z
supposed! y declared when he saw her work. In
1917 he mounte d her first public show, and they
became lovers. Stieglit z documente d every line of
0'Keeffe's body in nearly 500 photographs .
Some are so sexually graphic, they have yet to
be shown. The intimat e nude studies caused
curiosity-seeker s to flock to her shows. She was
the most celebrate d woman artist in America .

After their marriag e the couple set a new
standar d for sexual liberty . Each blatantly pursued
numerou s extramarita | affairs, Georgia O'Keeffe
with both men and women . An FBI file describe d
her as an ultralibera | security risk. In their work,
O'Keeffe and Stieglit z were also risk-takers . He
champione d the latest trends in the arts and took
landmar k photographs . She was a pioneer of
artisti ¢ liberty who once said, "Artis a wicked
thing . It is what we are."
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EXPRESSIONISM:
THE FINE ART OF FEELING

In Germany a group known as the Expressionist insisted art shouHd
expres the artists feelings rathe than images of the red world. From
1905-3) Expressionismthe use of distorted exaggerate forms ard col-
ors for emotiond impact dominatel German art

This subjective trend which is the foundation of much twentieth
centuy art, bega with van Gogh Gauguin and Munch in the late nine-
teenh centuy and continuel with Belgian painte James Ensa
(1860-1949 and Austrian paintes Gustae Klimt (1862-1918) Egon
Schiek (1890-1918) and Oska Kokoschla (1886-1980) But it was in
Germany with two separag groups called Die Briicke and Der Blaue
Reiter, tha Expressionim reache maturity.

DIE BRUCKE: BRIDGING THE GAP. Founda in 1906 by Ernd Ludwig Kirch-
ner (1880-1938) Die Briicke (pronounce dee BROOK eh) was the
earlies German grow to seiz the avant-gareé spirit. The name mears
"bridge"; its membes believed their work would be a bridge to the
future. "To attrad all revolutionay ard fermentirg elements, its cred
claimed "that is the purpo® implied in the nane 'Briicke.™ The group
demandd "freedan of life and action again$ establishd and older
forces! Until Die Briicke dissolvel in 1913 the artist lived and worked
communally first in Dresde then in Berlin, producirg intense anguishd
pictures with harshy distorted forms and clashirg colors "He who ren
ders his inner convictiors as he knows he must and does so with spon
taneity and sincerity, is one of us;
Kirchner proclaimed

The maja contribution of the
Expressionist was a revivd of the  Kollwitz, "Infant Mortality," 1925,
grapht arts especialy the woodcut Library of Congress, Washington, DC.
With dramate black-an_d-whle COM athe Kolwitz (1867-1945) focused oa
trasts crude forms and jagge lines pacifist subjects and the suffering of the
woodcus perfecty expressd the  poor Like the later Germaa Expressionist
sicknes of the sod tha was amajar  MaxBeckmann, she was Expressioaist in

subje¢ of Expressionis art technique but concerned more with social
protest than inner exploration. A master

printmakerin etchings, lithographs, and
woodcuts, Kollwitz used stark forms and
harsh lines to express the tragic toss ia
war's aftermath. "Infant Mortality" evokes
amother's despair at her baby's death,
through the woodcut's intense blackness.

THE HORROR OF WAR

Kirchner, "Berlin Street Scene," 1913, Brucke Museum, Berlin.
Kirchner distorted figures into grotesque, jagged forms to portray their
inner corruption.



KIRCHNER: LIFE IS A CABARET. Kirchner (pronouncd KEAR knen summel up
the movement "My god was always to expres emotian and experiene with
large and simple forms and clea colors! His series of stred¢ scens and
cabare dances display the brutd angulariy linked with ExpressionismAfter
World War | his style becamne even more frenzied and morbid until, hauntel
by the rise of Nazism he committed suicide

NOLDE: UNMASKING THE DEMON WITHIN. The painteg Emil Nolde (pronounce
NOHL day, 1867-1956 is an exampé of how Expressionist borrowel from
tribal and oceanc art to revitalize decadeth Westen culture Nolde saw in
primitive art the vigor his age lacked Like the Belgian painte Ensot Nolde
gawe his human figures hideous masklike faces to sugges a deformel spirit.
He useal garish colors coar®g forms and ghoulish figures to communica¢ the
evil of prewa Germany Nolde was so intert on forcefully expressig the ugli-
nes arourd him tha he threw away his brushe and wiped thick blotches of
pigmert on the canva with rags His paintings were so shocking mothes
threatend unruly children "If you dont behave Nolde will come and get
you, ard smea you all ove his canvas.

DER BLAUE REITER: COLOR ALONE. The second more loosel organizel vanguad
group of the German Expressionist was called the Blue Rider (pronounce
delr BLAH way RIGHT er in German) after a painting

by its leade Wassiy Kandinsk/ (1866-1944) Foundel in

Munich arourd 1911 this groups mog oustandig artists

were Kandinsly and Swiss painteg Pau Klee (1879-1940)

Although the movemen disintegratd with the outbre&

of World War | in 1914 it had alasting effed becaus of

Kandinskys breakthroug to pure abstraction

KANDINSKY: INVENTOR OF ABSTRACT ART. The Russia
painta Kandinsky was first to abandm ary referene to
recognizabe reality in his work. He camne to this revolw
tionary discovey by accident Around 1910 when he
returneal at twilight to his studig he recalled "l was sud
denl confrontel by a picture of indescribabé and incan
descenhloveliness Bewilderal | stopped starirg at it. The
painting lacked all subject depictal no identifiable objed
and was entirely composd of bright color-patchesFinally
| approachd close and only then recognizd it for what
it was — my own painting standirg on its side on the
easel!
This insight — that color could convey emotim irre-
spective of contenn — spurral Kandinsk to take the bold
step of discardimg realian altogether He experimentd
with two types of paintings "Compositions; in which he
consciousy arrangel geometrc shapesand "Improvisa
tions," where he exerta no conscios contrd ove the paint he applied spon
taneously With rainbow-brigh colors ard loose brushwork Kandinsk/ creat
ed completey nonobjectie paintings with titles like "Composition No. 2," as
abstrat as his canvases
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Kandinsky, "Improvisation 31 (Sea Battle),"
1913, NG, Washington , DC. Kandinsky painted the first
abstract canvases in which shape and color, not subject, are the expressive fé
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Kill: CHILD'S PLAY. "Color has gat me,' Klee (pronounce clay) exclaimel on
atrip to North Africa when he was 24, "I ard color are one! Throughot his
career color ard line were the elemens by which Klee expressd his offbea

outlodk on life. He
once declared
"Were | a god, |
would found an
order whos ban
ner consiste of
tears doing a gay
dance'

Klee's work,
like Matisse's is
deceptivey simple
and for both this
was the desira
effect Klee con
sciousy imitat-
ed the dreamlike
magic of childrens
art by reducirg his
forms to direct
shapes full of
ambiguity " | wart
to be as thoudh
newborn; he

wrote, "to be almog primitive." Klee mistruste rationality, which he felt sim- Klee, "Blue Night," 1923, Offenrliche Kunstsommlung,

ply gaot in the way and could even be destructive In seart of a deepe truth,

Kunsfmuseum, Basel. Klee went beyond reolism in humor-
ous, childlike pointings designed to plumb the depths of the

he compare his art to the root systen of atree which, nourishe by subter subconscious.
ranea imagery "collects wha comes from the deph and passe it on."

The respet for inner vision
macde Klee study archac sigrs sud as
hex symbols hieroglyphics and caw
markings which he felt held some
primitive powe to evoke nonverba
meanings His later paintings use rune
like ideograns to encoc his reactin
to the world. "Blue Night" divides the
sky into patchwok planes of cod to
warm color, bounda by mysteriots
lines. The lines could mark constella
tion patterrs or represeh sone forgot
ten alphabet They illustrate Klee's
belief that "art does not reprodue the
visible, it makes visible

HITLER'S ART SHOW

First the Nazis banned jazz from the airwaves, then they bumed books by Hemingway, Thomas Mann, and Helen Keller.
"Where hooks are bumed, people ore burned,” wamed the writer Heinrich Heine. Artists felt the atmosphere of terror and
oppression acutely, causing painter George Grosz to flee Germany in 1933. "I left because of Hitler," Grosz said of the frus-
trated artist become dictator. "He is o painter oo, you know, and there didn't seem to be room for both of us in Germany."

Those modem artists who stayed saw their works confiscated ond, in 1937, exhibited as objects of ridicule. Hitler
ond his propaganda minister, Joseph Goebbels, organized a show of whot they called "Degenerate” art (Entartete Kunst),
consisting of masterpieces by the century's most brilliant artists: Picasso, Matisse, and Expressionists like Kandinsky, Klee,
Nolde, Kirchner, Kokoschka, and Beckmonn.

The object wos to discredit any work that betrayed Hitler's master race ideology; in short, anything that smacked of dangerous free-tf



MONDRIAN:
HARMONY OF
OPPOSITES

While German Expressionist wal-
lowed in angst a Dutch group of
Modernists led by painte Piet
Mondrian (pronounce MOWN
dree ahn 1872-1943 tried, from
1917 to 1931, to eliminat emotian
from art. Called De Stijl (pro-
nouncal duh STEHL), which
mears "The Style,' this movemen
of artiss and architecs advocatd a
sevee art of pure geometry
Mondrian canme from a neat
Calvinigt country where the sevee
landscap of interlocking canas and
ruler-straigh roads often looked
mechanicaly laid out During the
chac of World War | he concluded
"Nature is a damna wretchal
affair.” Mondrian decidal to jetti-
son "natural;’ mesy art for a new

BRANCHING OUT

style called Neo-Plasticism The
goal to creak aprecise mechanich
orde lacking in the naturd world.

LINING UP. Mondrian basel his style
on lines and rectangles Theorizirg
that straigh lines do not exig in
nature he decidel to use straigh
lines exclusivey to creat an art of
harmory ard orde — qualities con
spicuousy missirg from the war-
torn world. When De Stijl was
transferre to architecture it would
supposedt bring all chaott forces
into line, achievirg a balane of
opposites as in the Cross

For Mondrian verticd lines
representd vitality and horizontad
lines tranquility. Where the two lines
crossa in a right angle was the
point of "dynamic equilibrium! In
his trademak paintings Mondrian
restricted himsef to bladk lines
forming rectangles He usal only
the primaty colors of red blue, and
yellow and three noncolors white,
black, and gray. By carefuly calcu
lating the placemen of thes ele-
ments Mondrian counterpointd

Mondrian arrived at his mature style through progressively simplifying natural forms. In a famous series of tree
painhngs done in Paris in 1911—12 under the influence of Cubism, his advance from description to abstraction is
clear. In both paintings shown, the motif is a bare-branched tree. In the earlier painting at left, the image of
spreading branches and thick trunk is discernible, while in the later work, Mondrian dissolves the tree in a web of
lines until itis virtually unrecognizable. The space between the lines becomes as important as the lines themselves
to balance the painting. It was a short, but significant, step from the second painting to making lines and the

spaces between them the sole subject of his work.
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Mondrian, "Composition in Red, Blue, and Yel-
low," 1920, MoMA, NY. One of the most important pro-
ponents of abstract act, Mondrian pointed geometric designs
in limited colors.

competirg rhythms to achiew a
"balane of unequé& but equivalen
oppositions” Although his grid
paintings look similar, eat one is
precisey — and differently — cali-
brated

The maja contribution of De
Stijl to art was its drive toward abse
lute abstraction without ary refer
ence whatsoeve to object in
nature "Art systematicall elimi-
nates, Mondrian said "the world
of nature and man! He wantel art
to be as mathematichas possible a
blueprirt for an organizel life.

A contrd freak Mondrian
even transformel his own environ
men into one of his paintings He
coveral his studb walls with rectan
gles in primaly colors or gray, white,
and black Although the studio was
as sparsey furnished as a monk's
cell, he kept an artificial tulip in a
vase its leaves paintal white (since
he had bannel the color green) He
painted all furniture white or bladk
and his recod playe bright red

Mondrian was importart in
the history of arnt for opposimg the
cult of subjectiw feeling. By the
195G his easiy identifiable style was
so famots tha for mary it becane a
symbd of moden art
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MODERNIST ARCRITECTURE:
GEOMETRY TO LIVE IN

Before the twentieh century "prestigé architectue always mean rehashig
the past Victorian homes were bulky and complicated with turrets and
carveal gingerbread The new Internation& Style of the 1920s so called
becaus it transcende nationd boundarieschangd all that For thes archt
tects sciene and industly were almog a religion. Their streamlinel desigrs
gawe form to the Machine Age by rejectirg all historicd ornament It was like
sheddimg a Victorian bathing costume complet with bloomers parasol ard

ruffled cap for a string bikini.

GROPIUS: BAUHAUS DESIGN. Walter Gropius (pronounced GROW pee us
1883-1969) directa of Germanys influentid Bauhas schod of design prob-
ably had more indired influenae on the look of moden cities than ary singlke
man He was menta to generatios of architecs who radicaly change the
look of metropoliss everywhere Gropius conceivel buildings totally in terms
of twentieth-centuy technology with no referene to the past The Bauhas
buildings he constructe are simple glas boxes which becane a worldwide

cliche

"Architecture is a collective art,” Gropius believed urging his Bauhas
colleagus to collaborae like medieva cathedral-buildersThe architectue he
envisionel obliteratel individuad personaliy in favor of desigrs tha could be Rietveld, Schroeer House, 1924, Utrecht. Hietveld

mass-producedin a debasd form, Gropius knock-offs becane the anony

used only primary colors with block, white, and gray to
design this Intemahoaal Style house of hat planes and

mous high-rise buildings in evey city from Topela to Tokyo. straight lines like a Mondriaa painting.

THE INTERNATIONAL STYLE
GOAL: High-tech , clean design
ENEMIES: Ornament, historica | referenc e
HOUSE: Machine for livin g
STYLE: Glass and steel boxes
FAVORITE SUBJECT: Geometry
CULMINATION: Seagram Buildin g
QUOTE: Mies van der Rohe, while strollin g the

Chicago lakeshor e surveyin g his work :
"Well, they will know we were here."

MIES: LESS IS MORE. Gropiuss mog famous colleage was German archited
Mies (rhymes with "please) van der Rohe (1886-1969) S of a stonemason
Mies designé bare towers with glas curtan walls. His materiat like steé
frame and plate glas determine the form of his structures New York's Sea
gram Building (1956-58 is a monumeim to purity, its straigh lines expressig
perfecty the famous Miesian dictum "Less is more”

Mies is equaly famots for anothe saying "God dwells in the details” In
the Seagran Building, despit its thirty-eight-stoy scale he showel his supeb
craftsmanslp by custom-designig detaik like lettering on lobby mailboxes
"A beautifu lady with hidden corsets, American archite¢ Louis Kahn called
the Seagran Building. Although it seens light and simple structurally its
bronz sheathig coves a skeletm of steel

LE CORBUSIER: A MACHINE FOR LIVING. The third Internation& Style pionee
was Swiss archite¢ Le Corbusie (1887-1965) known for defining a hous as
"a machire for living." From the 192G throudh the forties Le Corbusie
designel homes to resembé the machine he so admired and Cubig art he
formerly painted His clean precise boxy houss had machine-plané surfaces
and ribbonlike strips of windows They illustrate the Internation& Style trade
mark of flow — with interior ard exteria mingling in an open floor plan



FRANK LLOYD WRIGHT. "Not only do
| intend to be the greates archited
who has yet lived," Frark Lloyd
Wright (1867-1959 once said "but
the greates archited of all time."
He may well havwe achieva his
ambition, for this American archk
ted designe sone of the mog orig-
inal and beautifd structure in his-
tory. Among Wright's gifts to the
American home are cathedra ceil-
ings, built-in furniture and lighting
fixtures, casemehwindows car
ports, the massiwe fireplace and
split-leve ranches His mog far-
reachirg contributiors were bustirg
wide open boxy floor plans and
designirg site-specift buildings tha
seen to grow naturally out of their
location

GO WITH THE FLOW. Wright drew
layouts with continuity in mind, so
that walls, ceilings and floors flow
seamlesst just as rooms merge with
eat othe and the outsidce environ
ment He wanted "no posts no
columns becaus "the new reality,'
he said "is spae insteal of matter"
The Internation& Style architecs
borrowed this concep of flowing
spae from Wright, as well as his
clean-cu rectangula shape radiat

ing from a centrd
core (often a massie
hearth)

Wright  dif-
fered from the Inter
nationd Style in his
insistene on naturd
forms and materiaé
and his respet for
the environment
In fact, his early
"Prairie House$
designa for the
Midwest got their
name becaug of
their low-slung horizontd lines that
hug the flat land and blend with the
naturd setting

Wright's style is impossibé to
categorize for he skipped from
Japanesto Aztec to purely imagina
tive motifs, as inspiration and whim
dictated Oppose to the worshp of
technology Wright celebratd the
individual. Claiming the prerogatie
of genius he insisted on designimgy
evel lag detal of his work. He cre-
ated staine glas windows dishes
fabrics furniture, rugs drape — he
even designé gowrs for one client’s
wife.

Unfortunately some of his
desigrs were too abstrat for, quite

A GENIUS IN HIS OWN MIND

The only thing Frank Lloyd Wright, child of the Midwest prairie, remembered about ele-
mentary school was building with blocks. At age 18, with innovative Chicago architect
Louis Sullivan, Wright was building for real. "When Sullivan and | came to architecture it
had been sleeping a hundred years," Wright boasted. "We wake it up. "An implacable foe
of imported Furopean styles, Wright preached the need for a new, native architecture. His
signature became the low-slung, uniquely American, single-family home.

Wright's life was as precedent-shattering as his buildings. The "master," as he
called himself, enjoyed outraging the public. His seventy-year career was punctuated by
one tabloid headline after another: bankruptcies, scandalous divorces, and three mar-
riages. In 1909 he deserted his wife and six children for an affair in Europe with a client's
wife. During a bitter courtroom battle, Wright named himself when asked to identify the
worid's best architect. He later explained, "l was under oath, wasn't 1"
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Wright, “Fallingwater" (Kaufmann House),

1936, Bear Run, Pennsylvania. lllustrating Wright's "organ-
ic architecture," this house seems to sprout out of living
rock. Built mostly of rough stone, the house's form echoes
the native rock ledges. Cantilevered terraces hover over a
rushing waterfall. The house's irregular spaces flow as easily
as water, illustrating Wright's adage: "Ho house should ever
be on any hill or on anything. It should be of the hill, belong-
ing toit, so hill and house should live together and each be
happier for the other."

literally, comfort Executives of the
Wright-designe Price Tower sad
his chairs "make you fed like you
are abou to fall on your face'
Wright himsef admitted "l hawe
been black and blue in some spot
almog all my life from too intimate
conta¢ with my own furniture

Wright, Guggenheim
Museum, 1959, NY. The
most radical of his buildings,
the Guggenheim substitutes
curves for right angles, mak-
ing the whole a giant abshact
sculpture.
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DADA AND SURREALISM:
ART BETWEEN THE WARS

DADA: A WORLD GONE GAGA. Foundel in neutrd Zurich in 1916 by a grouw of
refuges from World War |, the Dada movemen gat its nanme from a nonsens
word. Throughot its brief lifespan of seva years Dada often seemd nonsen
sical, but it had ano-nonsens aim. It proteste the madnes of war. In this
first globd conflict, billed as "the war to end all wars;' ters of thousand died
in trenche daily to gain afew scorche yards before being driven badk by
counterattacksTen million peopk were slaughterd or maimed It's no won-
der Dadaig artists felt they could no longe trugt reasm and the establish
ment Their alternative was to overthrav all authoriy and cultivate absurdity
Dada was an internation& attitude that sprea from Zurich to France
Germany and the United States Its main strategy was to denoune and shock Arp, "Mountain, Table, Anchors, Navel," 1925,
A typicd Dada evenirg included severa poes declaimirg nonsens verse MoMA, NY. Arp shared the Dado faith in accident, creating
. . . . L "free"forms bychance.
simultaneoust in differert language with others yappirg like dogs Oratois
hurled insults a the audiencewhile absurdy costume dances flapped abou
the stage ard ayourg girl in communia dres recited obscee poetry
Dadaiss had a more seriots purpo® than merey to shock They hopal
to awaken the imagination "We spoke of Dada as a crusae that would win
bad the promisal land of the Creative| sad Alsatian painte Jea Arp, a
founde of Dada

ARP: GAME OF CHANCE. In his work, Arp (1887-1966
exploited the irrational He discoverd the principle of ran
dom collage by accident when he tore up a drawing and
, threw the pieces on the floor. Admiring the haphazad pat
Duchamp, "Fountain," "
1917 Photograph by Alfed tern the scraps formed Arp begar to make "chancé col-
Stieglitz, Philadelphia Museum lages "We declarel that everythirg tha comes into being or
of At is mace by man is art," sad Arp. He constanty experimemnt
ed to evolvwe new forms His characteristt works include
playful, egglike shaps tha suggesliving creaturesArp stat
ed his aim: "To teach man wha he had forgotten to drean
with his eyes open’

DUCHAMP: THE "DADA" OF SURREALISM SCHWITTERS: A MATTER OF MERZ. German collagig Kurt

French arhst Marcel Duchamp (pronounced doo SHAHN 1887-1968) was one of the Schwittes (18"87-194.8 also ?ubvertel.acce"ptel Co.ncelpt's
most influentialfigures in modern art. A prime mover of both Dada and Surrealism, he also inspf¥d HREscleRShs T Pto ESn@fitafsm MR APHAG Sk 13 RindS RMUR) producing

Schwittes cruiseal the strees of Hanove scourirg gutters

for discardel junk like bus tickets buttons and shred of

paper He then combinel this refuse into assemblagehe

called "merz" Arp and Schwittes usal thee "nonart

For Duchamp, conceiving a work of art was more important than the finished materiak insteal of oil on canva "to avoid ary reminde of

work. In 1913 he invented a new form of art colled *readymodes” by mounting a bicycle the paintings which seeme to us to be characteristi of a
wheel on a kitchen stool. His most controversial readymade was a porcelain urinal he

signed R. Mutt. Duchamp defended the unconventional objet d'art, saying, "Whether M.~ Pretentious self-satisfiel world,” Arp said

Mutt with his own haad made the fountain or not has no importance. He CHOSE it__ By 1922 Dada — admittedl "again$ everything even

[he] createdaaewdroughtf_orthat object." Duchamp'stezidymoqles openeq thefloogi- %d%— El]issol\{ep iqto nar?hy Its contribution was to

gates for art that was purely imaginary rather than merely "retinal" (interpreting the visual world). He changed the toncepi o Whii constitutesart. 7 )
make aft less an intellectua exerci® and more a foray into

the unpredictable



SURREALISM: POWER OF THE UNCON-
SCIOUS. Two yeas later a dired off-
spring of Dada Surrealism was
born. Surrealism which flourished
in Europe and America during the
twenties and thirties began as a lit-
eraty movement fosterel by its
godfather poa Andre Breton It
grew out of Freudia free-associa
tion and drean analysis Poes and
later, paintes experimentd with
automatisn — a form of creatirng
without conscios contrd — to tap
unconscios imagery Surrealism
which implies going beyord realism
deliberatey courted the bizarre and
the irrationd to expres buried
truths unreachald by logic.

Surrealisn took two forms.
Sone artists like Spani$ painte
Joan Miro and German artis Max
Ernst practicel improvisel art, dis-
tancirg themselvs as much as pos
sible from conscios control Oth-
ers like the Spaniad Salvado Dali
and Belgian painte Rere Magritte,
usal scrupulousy realistic tech
niques to presen hallucinatoy
scens tha defy comma sense

MIRO: THE JOY OF PAINTING. "Miro
may rank," said Surreali$ guru
Andre Breton "as the mog surreal
ist of us all." Joan Miro (1893-1983
consistenty tried to banid reasm
and loose the unconsciousWorking
spontaneouslyhe movel the brush
over the canva drawing squiggle in
a trancelike stae or slappe on
pairt in a creatiwe frenzy intensified
by hunger since he could afford
only one med a day. His goal, he
said was "to expres with precisim
all the golden sparks the sod gives
off."

Miro invental unique biomor
phic signs for naturd objecs like
the sun moon and animals Over
the yeas thes forms were progres
sively simplified into shorthan pic-

DARK SHADOWS

De Chirico, "The Mystery and Melancholy

of a Street," 1914, Offenrliche Kunsrsammlung,
Kunsrmuseum, Basel. Hailed by the Surrealists as their
precursor, Italian painter Giorgio De Chirico (pronounced
KEheecoh; 1888-1978) was painting nightmare

fantasies fifteen years before Surrealism existed. Drawing

on irrational childhood fears, De Chirico is known for his
eerie cityscapes with empty arcades, raking light, and
ominous shadows. Jhe skewed perspective and nearly

deserted squares inhabited by tiny, depersonalized figures

project menace. In fact, with these paintings as his best
evidence, De Chirico was exempted horn military service
as mentally unstable. On an eorly self-portrait he
inscribed, "What shall I love if not the enigma ?"

tograns of geometre shaps and
amoebalile blobs — a mixture of
fact and fantasy "Miro could not
put a dot on a shee of pape with-
out hitting squae on the target; the
Surreali$ sculpta Giacometit said
Miro's semiabstrat shapes
althoudh stylized always playfully
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alluded to red objects Brilliantly
colored and whimsical they seen
like cartoors from anothe planet
"What really counst is to strip the
soud naked; Miro said "Painting or
poetly is mack as one makes love —
atotd embrace prudene thrown to
the winds, nothing held back
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ERNST:MOTHER OF MADNESS. Both a Dadais¢ and Surrealist Max
Erng (1891-197¢ bed exemplifies how Surrealiss employa
ambiguos titles. With labek like "The Preparatia of Glue from
Bones and "The Little Tea Gland That Says Tic Tac," Erng
tried to jolt the viewe to mentd attention In one of his mod well-
known works, "Two Children Threatend by a Nightingalé'
(1924) the title induces a shockel double-take Although it seens
straigh out of a Hitchcodk scenarig Erng said the picture
derived from his pet cockatoos deah when he was a child and
that for yeas he sufferal from "a dangeros confusio betwea
birds and humans:

Erng referra to himsef as "the male mothe of methodicé
madness'. He first experiencd hallucinatiors when he sav
feveral visions during a bout of childhoa measles He found he
could induce similar near-psychoti episode (and adaf them in
art) by starirg fixedly until his mind wandere into sonme psycht
netherworld With so mary unusué inner sights to see it's not
surprisirg Erng describd his favorite pastine as "looking." Erng
invented "frottage;, a new methal for generatilg surprisirng
imagery He placal a sheé¢ of pape over rouch surface like wood
planks ard rubbed with a sot pencil He then elaboratd on thee
patterrs to produc fantastic sometims monstrousimagery

CHAGALL

Chagall, "I and the
Village," c. 1911,

MoMA, NY. French pointer
More Chagall (1887-1985)
was inspired by two sources
of imagery: the Jewish life
and folklore of his Russian
childhood and the Bible.
Although his imaginative fan-
tasies were hailed as o pre-
cursor to Surrealism, Chagall
insisted he painted actual
memories, not irrational
dreams.

Duchamp, "Nude Descending a Staircase, No. 2,"
1912, Philadelphia Museum of Art.

THE GREATEST SHOW ON EARTH

The most significant art show in American history, called the Armory
Show because it took place in New York's 69th Regiment Armory build-
ing, burst the bubble of American provincialism in 1913. ltincluded
works by die most controversial modem masters of Europe. Americans
were clearly unprepared for Matisse's bold colors, Picasso's fractured
forms, and Duchamp's Dadaist spirit. “Nude Descending a Staircase" was
the show's runaway sensation. A portrait of a nude in overlapping stages
of movement, it came to symbolize the essence of modem art. An
"explosion in a shingle factory," one journalist dubbed it.

Unprecedented ridicule, hostility, and indignation greeted the
show, called "pathological” by the New York Times. Critics lampooned
the artists as "bomb-throwers, lunatics, depravers," calling the room of
Cubist paintings a "Chamber of Horrors." Public officials demanded the
show be shut down to safeguard public morals.

The show had two major, lasting effects. On the positive side,
American artists learned of the artistic revolution happening in Paris stu-
dios an ocean away. "Progressive" art became a force to be reckoned
with, modem galleries sprang up, and artists experimented with abstract
forms. The downside was that the American public initially perceived mod-
em artas a bod joke, even a fraud—a perception which partially con-
tinues today.



DALI: PAINTING PARANOIA. The painta who basea his
technique which he called "critical paranoid, on exploit
ing his own neuross was Salvado Dali (1904-89) When
Dali came to Pars in 1928 and joined the Surrealists he
had plenty of obsessiosto draw on. He was terrified of
insects of crossimy streets of traing boats ard airplanes
of taking the Metro — even of buying shoe becaus he
couldnt bea to expo® his feet in public. He laughal
hystericaly and uncontrollaby and carried a piece of
driftwood at all times to ward off evil spirits "The only
differene betwe@& a madman and myself;' Dali said "is
that | am not mad”

With so rich alode of irrationd fears fueling his art,
Dali placed a canva besice his bed starirg at it before
sleg and recordirg wha he called "hand-paintd drean
photograph$ when he awoke He claimel he cultivated
paranod delusiors deliberatey to make himsef a "medk
um" for the irrational but tha he could sng bad to con
trol at will.

Dali differed from Ernd and Miro in that instea of
inventing new forms to symboliz the unconscioushe
representd his hallucinatiors with meticulots realism
His draftsmansig is so skilled it almog has a miniaturists
precision but he distorted objecs grotesque} ard placed
them in unred drean landscapesWhen Dali attende a
costume party where everyore came "as their dreams,
Dali dressd as a rotting corpse This recurren nightmae
often appeard in his work. His mog famous "The Per
sistene of Memory," shows limp watche and a strang
lump of indefinabk flesh Although metallic the watches
appea to be decomposingA fly and cluste of jewellike
ants swam ove them "With the comirg of Dali, it is per
haps the first time that the mentd windows hawe been
openal really wide," Breton said "so that one can fed
onesdi gliding up towad the wild skys trap!

Dali, "The Persistence of Memory," 1931, MoMA, NY. Dali used the techniques of real-
ism for a surreal effect by distorting familiar objects and placing them in a hallucinatory context.
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Magritte, "The False Mirror," 1928, MoMA, NY. Magritte gave ordinary objects an irra-
tional twist by juxtaposing elemeats of the absurd.

MAGRITTE: DREAM VISIONS. Rere Magritte (pronounce
Mah GREET, 1898-1967) like Dali, painted disturbing
illogical images with startling clarity. Magritte began as a
commercid artig designirg wall pape and fashio ads In
his Surrealis work, he usel this mastey of realisn to defy
logic. He placel everydy objecs in incongruos settings
and transforme them into electric shocks sud as the
flood of bowler-hatte gentlema falling like raindrogs or
a piece of fried ham on a plate that is also an eyeball
Thes disturbing juxtapositiors of familiar sights in
unnatur& contexs compé a new vision of reality beyord
logic.

DALI: OFF THE DEEP END

An inventive seff-promoter, Dali became Mr. Surrealism more through publicity gimmicks
than art. Who else but Dali would lecture at the Sorbonne with his foot in a pail of milk or
give o press conference with a boiled lobster on his head? "If you play at genius," Dali
said, "you become one."

At the 1936 London Surreolist exhibit, Dali made a striking entrance with two
white Russian wolfhounds. Wearing a diving suit topped by a Mercedes Benz radiator cap,
Dali began to lecture. Since the suit wos bolted shut, no one could heor him. The seal was
also nearly airtight, and Dali began to gosp for breath, flailing his arms and begging the
aodience to extricote him. The spectators — thrilled with this exhibition of asphyxiation
— applauded wildly unti someone finally popped his lid off. Al agreed the performance

had been highly convincing.
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PHOTOGRAPRY COMES OF AGE

In the Victorian erg photographes
respondd to critics who sad their
work was not art by imitating aca
demic painting Throudh darkroam
gimmickry, they produceal pretti-
fied, soft-focus scenes Around the
turn of the century the tide of Mod-
ernign influencel avant-gard pho-
tographes to expres ther persona
views of the world. They shod off
their inferiority complex and con
centratel on tau compositiors and
pure form.

Atget, "Luxembourg , Fontoin e Corpeaux, "
1901 -2, MoMA, NY. Atget was one of the first to record
everyday objects as mysterious and evocahve.

MAN RAY (1890-1977) A charte
Dada and Surrealis artist was
American photographer/painte
Man Ray. One of the mod inventive
photographes of his day, he devel
oped atechniqle arourd 1921 he
called "myographs: In this method
he placeal object on photo-sensitie
paper then exposéd it to light. The
mischievows resut resembld Cubig
collages

ATGET (1857-1927) Hailed by Sur
realiss as aforefather Eugere Atget
was really the fathea of moden pho
tography Surrealiss like Man Ray
(and his colleague photographe
Berenie Abbott) rescua Atget
from oblivion, finding a kindred
spirit in his mysterious concentrat
ed images that havwe De Chirico's
deadpa quirkiness Atget neve
considere himsef an "art' photog
raphe but a chronicle of Paris —
its residens ard stree life. He took
straightforwad photos of subjecs
like iron grillwork, shg windows
and fountains Like Duchanp with

Man Ray, "Rayograp h 1928," 1928, MoMA, NY. Sur-
realist Man Kay experimented to transcend surface realism and
created this witty photo-assemblage of string, cotton, and strips
of paper.

his readymadesAtget raisal the
mundare to the magical Throug
his clean uncluttera style and eye
for the telling detail Atget chargel
his mog commonplae images with
significance His arrestirg scens
often look haunted The bold reduc
tion to essentiad lends a hyperclariy
that makes the ordinaly seenm
extraordinary

CARTIER-BRESSON (b. 1908) Frend photographeHeni
Cartier-Bresso began as a Cubig painte before turning to
photograply in 1932 His gred contributian to photojour
nalism is his ability to captue what he calls the "decisive
moment! More than just recording Cartier-Bresso snafs
the mog intense instart of action or emotian to reved an
events inner meaning "There is one momer at which the
elemens in motion are in balance; he said "Photograply
mug seiz upon this moment! Many Cartier-Bresso pho-
tograpfts hawe a Surreali$ elemen of the unexpectedHis
odd juxtapositiors within the camen frame make reality
seen unreal Sone of his images are so startling they seen
to be the resut of pure chance but Cartier-Bressos' odd
cropping were carefuly composed

Cartier-Bresson , "Childre n Playing in Ruins, " 1933, Magnum, NY. A genius of
timing, Cartier-Bresson captures the peak moment when movement crystalizes to convey many
levels of meaning or the essence of a character.
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STIEGLITZ (1864-1946) Besides championig moden art at his
291 Gallely (namal for its Fifth Avenue address) Stieglitz revolu
tionized camen work by stressig "straight; unretouchd pho-
tography He urged progressie photographes not to mimic paint
ing or resot to lens and lighting tricks but to exploit the dired
honesy of their medium

Stieglitz's classt shot "The Steeragé€, represerd the first
time a documentay photo reachel the levd of conscios art in
America Stieglitz was on the first-clas ded of an ocean liner
when he saw he later said "a picture of shaps and underlyirg
that the feeling | had abou life." The geometr¢ shaps and com
position tell the human story. The diagon& gangwg cleaves the
scere visually into uppe (upper-clas passengersmostly in the
dark, who seen formd and facelesy and lower levek (the steerage
or cheapesfares composéd of poor immigrart families with
strorg light spotlightirg their humanity) "Photograply is my pas
sion;" Stiegliz said "the seart for truth my obsessiori.

Stieglitz, "The Steerage," 1907, MoMA, NY. The diagonal
gangway splits the scene into upper and lower classes, using com-

position and lighting to make a point about society.

WESTON (1886-1958) Edwad Westm startel as a
commercid photographe shootirg romantc Hol-
lywood portraits of starlets In the 192% he gaw
up darkroan gimmicks for stak images of nudes
sard dunes and vegetablesWestm brough out
the strorg sensualif of simple shaps like peppers
while reducirg othe forms like a paim tree trunk,
to semiabstraicsimplicity. From immediae fore-
grourd to dee distance detal is sharp He tried,
he said to ge the quality of a subjed¢ "renderel
with the utmogd exactnessstore is hard bark is

rough fleshis alive

Lange, "Migrant Mother, California," 1936, Library
of Congress. Lange's documentary photos of the poor brought
social problems to the attention of a wide audience.

Weston, "Leeks," 1927, Center for Creative Photography, Tucson, A7. This closeup of leeks shows how
expressive pure form con be when arranged in a powerful, simple composition.

LANGE (1895-1965) After the 1929 stok marke crash photographesfocusel
on the suffering cause by the Depression Dorothea Lange followed the
homeles who had bee tractoreal off their Dus Bowl farms Her compassio
helpal her captue poignarn momens thet tell abou human lives and feel
ings. Her field notes for the unposed uncroppe "Migrant Mother' read
"Campal on the edee of a pea field where the crop had failed in a freeze The
tires had just been sold from the car to buy food. She was 32 years old with
seven children! The dignity and tota honesy of Langes photograpk
shockel Americars into recognizimg the plight of the poor. As phot historian
Robet J. Doherty wrote, "This small shy, insecue woman had a strorg seng
of justice which sparkel a silert fury tha came to light in the strorg emotian
of her photographsWith a camea in her hand she becane a giant:
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AMERICAN ART: 1908-40

While artiss elsewhee moved increasingy toward abstraction Ameri-
can paintes kept alive the realig tradition ard portrayel American life
with utmog fidelity.

ASHCAN SCHOOL: TRASHY TALES. "Gutd Gutd Life! Life! Thats my tech
nigue! sad painte Georg Luks. "I can paint with a shoestrig dipped

in pitch and lard." The prudih American public did not, however con

sider "guts' and contemporay urban life suitabk for art. They dis-
missa sudh "raw" scens of red peopk shoppimg and carousimy as fit

only for the ash can This insult gawe the name to a group of American
painteis who bashel the stuffy art monopol with the sane gusb that
Theodoe Roosevdl bustel trusts

SLOAN: STREET LIFE. Jom Sloan (1871-195) — like othe Ashcannes Luks,
William Glackens and Everet Shim — startel as a newspape sketch-artist
He was accustomd to racing to a fire or train derailmen to recod the scere
in a straightforwad but dramatc fashion A slapdashyou-are-theg approach
using broad brushstroke to captue the tumult and verwe of city life, charae
terizes his matue work. Becausg Sloan insistel on painting "low-life" subjects
his work didnt sel until he was pag 40. Sloax was suc an arden advocag of
the masse that he ran for stae office in 1908 as a Socialig but was defeated
Despie setbacks Sloan remaine& convincel tha art shoutl be down-to-earth
rooted in daily life. "It is not necessar to paint the American flag to be an
American painter; Sloan said "As if you didnt seethe American scere evey -
time you opene your eyes:

FIRST ABSTRACT
AMERICAN ART

Marin, "Lower Manhat-
tan (Compasition
Derived from Top of the
Woolworth Building),"
1922, MoMA, NY. Atthe
same time as the Askan
painters, another group of
American artists also champi-
oned casting off tradition.
But they took o radical
approach to form rather than
Subject and helped American
art catch up with Modernism.
This first wave of abshact
painters in the U.S. included
Marsden Hartley, Max
Weber, Georgia O'Keeffe,

Arthur Dove, Stuart Davis, and John Marin. The dominant force in the 1920s toward abstraction was John Marin
(1870-1953). He is often called the greatest watercolorist ever. A perfectionist, Marin compared painting to golf: the
fewer strokes the better. His views of skyscrapers, broken into cubistic planes and angles, explode with vitality, proving
that watercolor need not be synonymous with washed-out landscapes.

Sloan, "Haymarket," ¢. 1907, Brookly n Museum.
Ashcan School painters injected realism into Americon art by

takiag ordinary people as their subject.

ASHCAN SCHOOL,
OR THE EIGHT

LOCALE:
New York City, 1908-13

BEST-KNOWN ARTISTS:
Henri, Sloan, Bellowss

STYLE:
Realistic , sketchlik e

SUBJECT:
Urban grit and vigor

WHY CONDEMNED:
"Sordid, " low-lif & subject s

WHY PRAISED:
First uniquel y American art
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BELLOWS: BOXING. George Bellows (1882-1925% is perhag the only
artis who gawe up stealirg base for painting faces Although he
sacrifical a caree as a professionhbasebdlplayer as a painte he
translate the vigor and exuberane of spot into art. "Stag at
Sharkey's shows the dynamt enery tha markel both the subjed
and style of the Ashcan School Bellows portrayel the pulsatimg life
of New York docks gutters and bars with a herot vitality. "The
ided artig is the superman, Bellows proclaimed Sadly, with
maclo stoicism he ignored stomad cramps until his appendx

ruptured ard he died at age 42

Bellows, "Stag at Sharkey's,” 1909, Cleveland Museum of Art.
Bellows captured the dynomism of the city that the Ashcan painters gloried.

ART AS ACTIVISM: AMERICAN SCENE AND SOCIAL REALISM. During the Depres
sion, realign took two forms. The American Scere Schoo| or Regionalism
enshringl Midwed values as the essene of American character "American
art, sad painteg Edwad Hoppet "should be weane from its Frend moth
er!" Meanwhile Socid Realisn exaltal the struggles of the working class Both
trends portrayel simple folk, reactel agains$ the growing prestig of abstrat
art, and tried to stir up eithe pride or protes during a decac of nationd
trouble

AMERICAN SCENE: CORNY AS KANSAS IN AUGUST.Those known as "American
Scené painters Thoma Hart Benton Jom Steuat Curry, and Grart Wood,
took life on the plains as their subject elevatirg its inhabitans to heroic
stature In WPA murak producel during the Depressionthey romanticizel
the can- pionee spirit in an attemp to inspire optimism in atime of
despair

BENTON: AMERICAN HEROES. Thoma Hart Bentan (1889-1975) leade of the
American Scene believad hometow reality shoul inspire art. Bentan con
sciousy rejectel Europea styles he had briefly absorbe during a trip to
Paris "I wallowed in evey cockeya ism tha came along, he said "and it
took me ten yeas to get all

that modernis dirt out of

my system’” Once he

purged himsef of foreign

influence Bentm producd

sinuots paintings of Ameri-

cars at work and play that

idealized the American

past

MOUNT RUSHMORE

At the same time that American Scene painters ideal-
ized legendary exploits like Paul Revere's ride or
George Washington's encounter with o cherry tree, an
ambitious project transformed an entire mountain wall
into the ultimate patriotic monument. At Mount Rush-
more, South Dakota, jackhammers and dynamite blast-
ed four 1,300-foot-high presidents' faces (of Washing-
ton, Jefferson, Lincoln, and Theodore Roosevelt, each
with 20-foot-long noses) into a cliff. Its $1.5-million
cost was a mountain of money during the Depression.
Gutzon Borglum, the sculptor, defended the price, say-
ing, "Call up Cheops and ask him how much bis pyra-
mid in Egypt cost ond what he paid the creator. It was

inferior to Mount Rushmore."

Benton, "Steel," 1930, collection of Equitable At Advi-
sory, NY. Benton glorified American workers as muscular,
powerful figures.
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wooD: GOTHIC GARGOYLES. Grant Wood (1892-1942 adopte the
mog primitive style amorg American Scere realists His greates
inspiration he said cane when he was milking a cow, but he pro-
duceal his homags to the heartlan from a Connectict studia His
reverene for country life drove him to chronick the peopk and
landscap of his native lowa in almog obsessie detail "American
Gothic' is Woods mog famous work, modelal on his siste and
dentist When it appearedlowans fearal he was mocking their
homespu looks "To me," Wood insisted "they are basicaly goad
and solid people” He elongate their faces almog to the point of
caricature he said "to go with this American Gothic house" Once
the uproa subsided the picture along with "Whistler's Mother,'
becane one of the mog popula paintings in America

ONLY THE LONELY

EDWARD HOPPER
(1882-1967) was out
ofsyac with the home-
of-the-freeund-the-
brave, booster spirit of
American realism. In his

meticulously described . . . . )
paintings of American Wood, "American Gothic," 1930, Art Institute of Chicago. American Scene
vemacular architecture painters like Wood portrayed simple couatry folk in a teolistic style.

— storefronts, diners,
gos stations — he

expressed one theme: Hopper, "Nighthawks," 1942, At Institute of Chicago.

loneliness. While Ashcan School pictures vibrate with energy and American Scene canvases drip Apple Pie patriotism, Hopper's work seems drained of energy aad hope. Others waved the flag; Hopper sho

SOCIAL REALISM. With one quarte

AMERICA'S GREATEST
of the labor force unemployed BLACK ARTIST
banks bankrupt and the Midwest
Bread Baske turned into a Dust ROMARE BEARDEN (1912-
. . 1988) began as a Social Realist in
Bowl, the Depression-ex United Harlem during the 1930s. Aspiring,
States was on the skids A group of he said, "to paint the life of my peo-
artists like Ben Shahn Reginatl pleas! kn?k\]N lLt" hetpogfa%!leg card
games oa the street and children
Marsh, ) and_ J ac_d)_ La_wre neu qu taking piano lessons in New York as
art to highlight injustice and moti- well as roosters, washtubs, and
vate reform. In Mexico and the voodoo women from his North Car-
. . oliaa childhood, la 1964 he found
U.S N La_tl no ) artists (J O_$ O rqz ca his mature style: photocollage. Picas-
David Siqueiros and Diego Rivera 50 had told him in the 1950s,
— see p. 21) producea vag murak "You've got to tell a lie to get to a
celebratirg the working class stronger truth." Bearden began to
. . express the collective history of the
Deeply committed to socid change African-American experience through a patchwork of photographed figures. The combined snippets create ajazzy hybrid larger than its p

thes paintes attackel evils of capk
talism in a semi-realistt style that
exaggeratd features Color' and Bearden, "The WOOdShed," 1970, MMA, NY.

scak for emotion& impact
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SOCIAL PROTEST ART

Although Hogarh originatel the form, socialy consciows paintings were few before the nineteenh century
Artists were generaly intereste in grande themes and besides political statemerd didnt look good hangirg on
the wall. Sone who challenge the statis quo were
HONORE DAUMIER, in "Rue
TransnonainApril 15
1834} portraye ahea
of civilian bodies execute
by stae troops Here he
implies the deadenig
effed of Machire Age
transportation

FRANCISCO GOYA, scathingy
denouncd mans follies in
paintings like "The Third of
May, 1808} pat of a series
entided The Disastes of War.

JACOB RMS, a pioneerirg photojour
nalist exposé scandalos condi
tions like homelessnesamory

immigrants
PABLO PICASSO,
attackel the destrue
tivenes and cruelly DIEGO RIVERA, portrayal an execut
of war in works like ed Mexican peasanhas Chrig being
"Guernica: taken from the cross

ANSELM
KIEFER, usdd
fiery imagey
to protes the
horror of the

DOROTHEA LANGE, Holocaust

highlighted povery
amorg the dispos
sessd during the
Depression
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ABSTRACT EXPRESSIONISM

With Abstrad Expressionism for
the first time, the metacente of
what was happenimg in world art
shifted to American shores And a
"happening is largely what
Abstrad Expressionim was all
about encompassig as "art" not
just the produd of artistic creatin
but the active proces of creatim it.

Also called "action painting'
and the New York School Abstrad
Expressionisn stressd energy
action kineticism and freneticism
It used much of what had been
defined as art as little more than a
point of departure Indeed
Abstrad Expressionim is to con
ventiond artistic techniqle what
jazz is to 4/4 time. While one might
look at a painting of Jacksm Pol-
lock or Frarz Kline ard say "l dont
get it," tha would be like criticizing
jazz gred Charlie Parke for not fol-
lowing atune

Abstrad Expressionisn began
to take form in the late 194G and
early '50s partially as a reaction to a
war that devastaté two continents
destroyel 16 million people and
left in its wake a world out of
whack When the Surrealis$ arrived
in America during World War 11,
the new generatim of American

ABSTRACT EXPRESSIONISM

PERIOD: Late 1940s, early'50s
LOCALE: New York, East Hampton
AIM: Express inner life through art

TECHNIQUE: Free application of paint, no reference to
visual reality

THEORY: Image not result of preconceived idea, but of
creative process

paintess discoverd from them the
art of anarchy But where Dada and
Surrealisn revolted again$ logic,
the Americars took "automatism
one st further, relying on instinad
to shape works of art that were not
only irrationd but were at their
core unpremeditateé accidents

Pioneere by suc artists as
Arshile Gorky, Hans Hofmann ard
Jacksm Pollock, the Abstrad
Expressionist liberated themselve
from geometr¢ abstractio and the
need to sugge$s recognizabé
images Giving free rein to impulse
and chance the impassiond ad of
painting becane an absolue value
in itself.

No one bettea epitomizeal this
wildly subconscios approab than
Pollock Labeld "Jadk the Drip-
per' by Time magazine Pollock
macde a revolutionay breakthroug
by abandonig the paintbru$ alto-
gether sloshing pouring — and
dripping — commercié pains onto
a vag roll of canva on the floor of
his studio/barn With Herculea
ambition, he also abandond the
easé format for a monumental
murallike scale The image of Pol-
lock is of a man possessg — pos
sessd by his own subconscios —
as he flung and slurg skeirs of pairt
in an all over configuration throw-
ing out in the proces sud conven
tiond artistic consideration as fore-
ground background focd point,
and perspectie like so mary empy
paint cans

The resultirg highly improvi-
sationd canvase by Pollock and
friends not only stole Europes$ posk
tion as Keepe of the Culturd
Flame it expandd the very defini-
tion of what was though to be
"Art." No longe was art required

to imitate tame visud appearance
the eneryy and emotian of Abstrad

Expressionimn smashd conventiors
and laid the groundwok for much

of what was to follow.

WHAT IS"ART"?

For centuries , a debate has raged over what art
is. A lot of what is called art is so outlandish , it
stretche s the credulit y and sabotage s one's appre-
ciation of it. Here are some attempts by a num-
ber of people to define art.

Proto-abstractionis t Arthur Dove (before 1920):
‘[Art] is the form that the idea takes in the imag-
ination rather than the form as it exists outside. "

ExpressionistOska r Kokoschk a (1936): "[Art is]
an attempt to repeat the miracl e that the simples t
peasant girl is capable of at any time, that of
magicall y producin g life out of nothing. "

Realist Ben Shahn (1967): "[Art is] the discov -
ery of images during work, the recognitio n of
shapes and forms that emerge and awaken a
respons e in us."

Or, as Pop artist Andy Warhol said when asked if
his six-hour-lon g film of a man sleeping was art:
"Well, first of all, it was made by an artist, and
second, that would come out art."

ACTION PAINTING

Critic Horold Rosenberg first used the term "action
painting" to explain the Abstract Expressionist working
method when he wrote: "the canvas began to appear
... @S an arena in which to oct___Whatwas to go
on the canvas was not a picture but an event." Accord-
ing to theory, the pointer improvises an image as he
goes along. The resulting painting records o moment in

the artist's life.
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The beg known mog widely appreciatd Abstrad
Expressionis are

ARSHILE GORKY(1904-48) pioneere "automati¢

painting in the U.S. Called "a Geige counte of

art' by de Kooning, Gorky typified the develop

men of American vanguad artists as he shifted

from Cubisn to Surrealism then broke free of

Europea models The Armenian-America

painte freely brushel washe of glowing color

inside clearly outlined biomorphic shapes He

favored ovd splotche of flowing primary colors

like yellow and red, remindirg sone of runry eggs

Children fled in terror from this 6'3 " painter,

habitually dressd in bladk from hea to toe like

Count Dracula After a series of setback — losing

his wife, his health ard his work in afire — Gorky

hung himsef in awoodshed His scrawlal mes

sage "Goodbye my 'Loveds!

JACKSON POLLOCK (1912-5§ conveye wha he called "energy mack visible" in m;%,ywmer ofthe Flowery Ml 1944,

his mural-sized abstrat paintings that embodia his psychtc stae at the

momert of their creation "New need demamn new techniques', he said

throwing out easel palette paintbrushesard artistic conventio to pou ard PAINT HARD, LIVE HARD

fling commerci paint on a roll of unprimed canva sprea on his bam floor.

The resultirg "drip" paintings beguw in 1947, are a den® netwok of fluid,

interlacing lines Like the expandimg univer® after the Big Bang the sweepiig

threads of black white, and silver paint seen to surge in complex visud

rhythms offering no cente of interes or seng of boundary Pollocks unique

contribution was to expres emotim through abstraction "In him," sad critic blood in designs on the tabletop . Pollock pound -

Clemen Greenberg "we had truth." ing a table so ferocious! y that a box of matche s
burst into flames. Bumin g with intensity , Pollock

Jackson Pollock attackin g the keys of a grand
piano with an ice pick. Pollock shatterin g a table
full of glasses, then fingerin g the shards to drip

convince d a generation of artists that art comes
from within rather than without . His loutis h
behavior is legendary . He brawled in bars, urinat-
ed in potted plants, ripped doors off their hinges,,
and died drunk in a car crash at the age of 44.

Regardles s of how turbulen t his personal
life or how unstructure d his canvases, Pollock' s
art was anything but mindless. "NO CHAOS
DAMN IT," he once wired a critic who failed to
see how a canvas squirte d with ink-fille d bastin g
syringe s could be art.

When Hans Hofmann first visite d Pol-
lock's studio he was startled by the absence of
any models or sketches. "Do you work from
nature? " he asked. Pollock replied, "I am

nature."
Pollock, "No. 1, 1950 (Lavender Mist)," NG, Washington, DC.
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WILLEM DE KOONING (b. 1904) the Old Maste of Abstra¢ Expressionism cane
to the U.S. from Holland as a stowaway With his solid backgroun in acadent
painting and an ability to draw like Ingres he worked in a realistc style until
1948 when he developé his matule style of slashimg brushstrokesUnlike his
colleagues de Kooning ket his interes in the human figure and is known for a
series of "Woman' paintings (which he compare to the Venus of Willendorf).
Thes frontd images appea to both dissolwe into and emerg out of fiercely
brushel paint His canvase look raw and unfinished but de Kooning constanty
reworked them in his trademak yellow, pink, and buff colors

de Kooning, "Woman |,"
1950-52, MoMA, NY.

FRANZ KLINE (1910-62 was converta to abstraction after
viewing his normal-sizé sketchs blown up on awall with a
slide projector He was overwhelme by the powe of thes
giant bladk brushstroke agains$ a stak white background
and began to paint bladk enamé bars using a housepaintes'
brush on huge white canvases Kline derived his massie
linear forms from industrid shaps like trains and girders
"The final ted of a painting; he said "is: does the painters

i ™
Kline, "Mahoning," 1956, Whitney, NY. emotion come across

BLACK MOUNTAIN COLLEGE

The hands-dow n winner among all-star art school s was the experimenta | Black Mountain College in North Car-
olina during its brief heyday of 1933-57. Its staff and alumni were like a Who's Who of the American avant-
garde, includin g painters Albers, Shahn, de Kooning, Kline, Motherwell , compose r John Cage, dancer Merce
Cunningham , architec t Buckminste r Fuller, and poets Charles Olson and Robert Creeley. It was at Black Moun-
tain that Rauschenber g first conceive d his object-plus-canva s composites . One mornin g Rauschenber g was
stunned by a canvas he had been workin g on the night before. He called fellow student Cy Twombly to see
what had happened. Trapped in the thick black paint was a white butterfly . The "combine " was born.

HANS HOFMANN (1880-1966 was an early advocag of freely splashd pigment A
highly influentid teachey he influenceal a generatio of disciples with his "push
pull" (repulsion/attractin of certan colorg theory One of the first to expert
mert with pouring paint the German-America painte is known for rectangls
of high-keyed contrastimg colors tha seen to collide.

Hof mann, "The Gate," 1960, Guggenheim, |



CLYFFORD STILL (1904-80Q was as intens ard jaggel as his paintings A pioneea
of nearly monochromat painting Still troweled on uneven shaps of paint
with a palete knife. His early work consisteé of vertical raggel area of color
in eart tones Later he usal brighter colors but always with a "ripped cur-
tain" patten lacking ary centra focus

Motherwell, "Elegy to the Spanish Republic, No. 34," 1953-54,
Albright-Knox Art Gallery, Buffalo.

ROBERT MOTHERWELL (1915-9) was the wealtty intellectud of the group After
studying philosoply at Harvard and Stanford he took up abstrat painting
inspired by Europea Modernism Motherwel is known for the more than 100
paintings he called "elegie$ for the doomal Spani Republic Thes works
feature ovd shaps wedgeal betwea irregular verticd band in black white,
and brown

Other lesser-know but not necessanl less-importah Abstrad Expres
sionists are Adolph Gottlieb (1903-74) beg known for stylized "burst"
paintings in which circular forms float abowe explodirg masse of paint Jame
Brooks (1906-99 invental stan painting (painting on unprimed absorben
canva which gives a "fuzzy' effect) William Baziotes (1912-63 portrayel an
imaginay underwate world. Ad Reinhard (1913-67 combinal Mondrian
with Abstrad Expressionim into gec
metric abstractionsand later did the
famous "black-on-blackR paintings
Bradley Walker Tomlin (1899-1953 is
known for calligrapht strokes like bird

JOAN MITCHELL

A second generation member of the Abstract Expres-

sionist group who still keeps the flame alive is
Chicagoan Joan Mitchell (b. 1926). Her scribbly, dart-

ing brushstrokes on a plain white field are abstract versions of Erﬂ]?c?p%ﬂrﬁb%ﬁm%wognd H@Aﬁh&bﬁhg |90L8 Erﬁshgt_rlo?es seem quicklsaniigcnasafhenvaimpoininglwes piokedslinia blaze of improvis:

scratchings Philip Gusta (1913-80
thickly overlappe@ brushstroks in a

ecane a figurative artig In later years
Lee Krasne (1911-84) Pollocks wife,
suggestd human forms without literally
depicting them Ibram Lassav (b.
1913), one of the first Americars to
make abstrat sculpture in 1950 weld-
ed open grids and latticed metd sculp
ture. Esteba Vicente (b. 1903 uses an
air compresspnto sprg luminous colors
in abstrat paintings

Still, "Untitled,” 1946, MMA, NY.

FEDERAL ART PROJECT

During the darkest days of the Depression, President
Roosevelt put 10,000 artists to work. "Hell! They've
got to eat just lie other people," soid FDR's aide Harry
Hopkins. In the most ambitious program of govern-
ment art patronage ever, the U.S. Treasury doled out
$23.86 a week to artists like Thomos Hart Benton,
John Steuort Curry, Ben Shahn, Isamu Noguchi, ond
Arshile Gorky and Jackson Pollock who would become
known os Abstract Expressionists. During the program's
tenure of 1935-43, these artists — many young ond
unknown — produced one work every two months,

for a total of 100,000 easel paintings, 8,000 sculp-

ings. The subsidy allowed a generation of artists the
luxury of experimenting with new styles. Painter Stuart
Davis traced "the birth of American art" o the Federal
Art Project. Its support cotolyzed a burst of innovation
and catapulted New York to the forefront of advanced

art.
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FIGURAL EXPRESSIONISM:
NOT JUST A PRETTY FACE

Reactirg agains the prevailing trend of complee abstraction a few postwa
paintes kept figurative painting alive. They began however with the Mod-
ernig principle that at mug expres a truth beyord surfae appearance

Thes paintes retainal the figure only to berd it to their will.

DUBUFFET: BRUTE STRENGTH. While art leadershp shifted
from Pars to New York, Jean Dubuffet (1901-85 mace
his maik as the mog origind Continentéh artis by com-
pletely overthrowirg Europea tradition. To "replace
Westen art with tha of the jungle the lavatory, the menta
institution" is how Dubuffe describe his aim. He invent
ed a new tem for this new art "L'Art Brut" (pronounced
Lar BROOT), which mears raw or cruce art

Dubuffet believal art as practical for centuries had
run out of steam It was dry and lifeless compare to the
compelling images he discovere scrawleal in graffiti or
turned out by peopk on the margirs of society like menta
patiens and criminals "It was my intention to reveal; he
said "that it is exactly those things [otherg though ugly,
those things which they forgat to look at, which are in fac
very marvelous.

For Dubuffet only amateus could tap the imagina
tion without self-censorshipProfessionhart was he thought
"miserabk and mog depressing. Art by socid outcass is "art at
its pures and crudest springirg solely from its makers knad of
invention and not, as always in cultured art, from his powe of
aping others"

OUTSIDER ART. Like Dubuffets L'Art Brut, Outside Art, or work
outside the mainstrea of professionbart, is producea by self
taught inwardly driven artists Their work includes not only
entire environmens like Simon Rodias Watts Towers in Los
Angeles but paintings and sculpturs of outrageos inventiveness

Outside art encompassework by the insare and criminals
as well as by unschoold artists Often its practitiones are obses
sively committed to their work, using whateve mears and matert
als are a hand sud as cast-of metd and roots or stumgs of trees
Swiss menta patiert Adolf Wolfli, for example was unstoppable
compulsivey coverirg ary surfa@ in read with den® drawings
North Carolina artig Jimmie Lee Sudduh paints with mud and

suga wate from plastic bag of thirty-six differert colors of dirt. When he
cant find exacty the right earth-tore he needs Sudduh mixes up a batd of
rose petak for red or wild turnip greers for — what els& — green "I dont

like to use paint too much;' he says

Dubuffet, "The Cow with the Subtile Nose,"
1954, MoMA, NY. Dubuffet's work represented, he said,

the "values of savagery." Throwing out conventional oil-on-
canvas, Dubuffet used new materials as well as a new mind-
set. He incorporated mud, ashes, banana peels, butterfly
wings, and chicken droppings into his paintings. With these,
he mixed oil, cement, asphalt, or putty to build up a thick
paste, then scratched deliberately primitive designs into the
thick surface.

Hampton, "Throne of the Third Heaven of the
Nation's Millennium General Assembly,"

¢. 1950-64, National Museum of American Art, Washing-
ton, DC. A janitor who created this work in his spare time in
agarage, James Hampton intended the gold-and-silver-foil-
covered structure as a throne for the Messiah.



BACON: THE POPE OF PAINT. London
artist Francs Baca (1909-92) a
descendanof the Elizabetha Sir
Francis Bacon was known for his
twisted horrifying figures tha look
like melting monsters First widely
sea in 1945 the images were "so
unrelievedy awful" sad ar critic
John Russel] "that the mind shu
with a sng at the sight of them!
Bacon painted human figures as
freakish half-human half-beas
embryos with snous for noses
bloody eye sockets mouths with no
heads and fee that dissolva into
puddles At the sane time as the eye
recoils from the image Bacon$ han
dling of pairt is so seductivey beau
tiful, it's hard to look away

A self-taugh painter Bacm
conscious}y searchd for forms that
would hawe aviscerd impad on
viewers emotions He believel pho-
tograply eliminatal the artists neal
to repott reality. He hope his
deformal portraits would leawe "a

A WOMAN'S LIFE

Kahlo, "Self-Por-
trait," 1940, Private
collection. The work of
Mexican painter Frido
Kohlo (1907-54) was
shocking in its condor. The
bulk of her 200 paintings
were fantasized self-por-
traits, dealing with sub-
jects seldom treated in
Western art; childbirth,
miscarriage, abortion, and
menstruation. She delight-
ed in role-playing and
wore colorful Mexican cos-
tumes, basing her painting
style on indigenous folk
art and Roman Catholic

dewhonol images. An invalid who hod thirty-two operations in twenty-Six
years, she had a red leather boot encrusted with Chinese gold trim and bells
made for her wooden leg after her leg was amputated so she could "dance

her joy."

At her first onewomon show, Kohlo's doctor said she was too ill to
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PARADISE GARDEN: A SHRINE OF OUTSIDER ART

"A man of visions" is how painter Howard Finster (b. 1916) signs his work. He hod his first vision at age three in a tomoto

patch. An apparition of his sister, recently deceased from rabies, appeared announcing he would be a man of visions. Since

then, he's hod thousands of visions, some of the Biblical sort like bands of angels, others more futuristic like spaceships.

For forty-five years, Finster preached as a fundamentalist minister, then one day he got paint on his finger and a

face told him to point sacred art. Finster filled in a two-and-a-holf-acre swamp in Summerville, Georgia, to create an environ ment of evangelism he

trail of the human presencé, he
said "as the snal leaves its slime.”
To suggesthe truth, he distorte it.
"Fad leaves its ghost; he said Typ-
ically, Baca placal figures in realis
tic setting and glaring light but
smudge and twisted them "I get
nearer, he said "by going farther
away"'

BODY LANGUAGE. Bacm
neve worked from live
models althoudh he did
mary portraits of friends
basel on memoy or pho
tos. "Who can | tea to
pieces, he asked "if not
my friends? Often he
drew inspiration from
color plates of hideows
wounds or disfiguring dis-
easeswhich accouns for
the impressiam of flayed
flesh his images convey
Themes of war, dictators
and mea appea frequent
ly in his work, as do
images of tubular furni-
ture, ared rug, window
shade with dangling

attend, so she had herself carried in on a stretcher as part of the exhibit.
Kahlo died soon after. When they pushed her body into the oven to be cre-
mated, the intense heat snapped her corpse up to a sitting position. Her hair
blazed in o ring of fire around her head. She looked, painter Dovid Siqueiros
said, as if she were smiling in the center of a sunflower.

cords an umbrellg arabid
dog, and a bloodid
human figure on a bed
An eccentrc who
spert his time painting

gambling drinking, or curled up in
a fetd position daydreaming Bacm
called his work "exhilarated
despair! Although museun cura
tors admired his work, Baco was
awatr it appallal mog collectors
He imaginal new acquaintance
thinking, "Ha! Slaughterhouses!
when they met him. He neve tonal
down his style admitting "Whoeve
head of anyore buying a picture of
mine becaus he liked it?"

Bacon, "Head Surrounded by Sides of Beef,"
1954, Art Institute of Chicago. Bocon was fascinated with
Velazquez's portrait of Pope Innocent X and did a series of
grotesque versions, sometimes with the pope shrieking amid
blurred shafts of spectral point. Bacon reworked the
Velazquez portrait in many studies but insists he never saw
the original. The screaming pope is hemmed in by lumines-
cent sides of moot, suggesting Bacon's belief that "we are all
carcasses.
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POSTWAR SCULPTURE

Postwa sculptos worked with new materia$ like scrgp metal new techniqus
like welding, and new forms like assemblag and mobiles Although abstrae
tion was their dominan mode the chid featue of their art was experimenta

tion.

MOORE: ENGLAND'S MOST FAMOUS SCULPTOR. Henry Moore (1898-1986 clea

ly built on the biomorpht shaps of Surrealiss Jean Arp and Joax Miro. He

also basel his work on natura forms like shells pebbles and bones Subjecs Moore, "Reclining Mother and Child," 1960-61,
that preoccupid him throughotu his caree were the reclining figure, mothe Walker Art Center, Minneapolis. Moore did stylized single
and child, and family. Although he minimized surfa@ detal and greaty simpli- and grouped figures with characteristic hollows.

fied forms Moores large open shaps are semi-naturalis

tic, perforatel by holes tha are as importart as the solid

parts of his works

To discove evocative forms Moore studied arti-
facts like Anglo-Saxon Sumerian and pre-Columbia
object as well as nature He aimed not for beauy but
powe of expression "Truth to the material! was anothe
principle. Whethe he worked in wood, stone or bronze
Moore respectd his medium His figures seen to emerg
out of their materials his desigrs harmonize with natu

ral textures and streaks

Calder, "Lobster Trap and Fish Tale," 1939, MoMA, NY. Colder knocked sculp-
ture off its feet by inventing the mobile, which combines spontaneity and playfulness.

CALDER: DEFYING GRAVITY. "The leag one can exped of scup
ture," Dali said "is that it stard still." American artig Alexan
der Calde (1898-1978 disagred and invented a new art form:
sculptue in motion Dubuffe namel Calders floating sculp
ture "mobiles’

Calde got the idea when he visited Mondrians studio
and admirel the colored rectangls coverirg the walls. He
wantal to make he said "moving Mondrians” In 193 Calde
succeedd by suspendig discs of she¢ metd paintel black
white, and primary colors from wires ard rods Sine the bares
wind sé them dancing the resut was a constanty shifting se
of shaps tha Calde called "four-dimensiona drawings” In
"Lobster Trap and Fish Tale;' the forms swim in space realign
ing themselve with the slightes breah of air. In 1953 Calde
invented wha Jean Arp dubbea "stabiles; or nonmovirg steé
structures whose intersectilg planes spring from the grourd on
tiny points

Calde intenda his work to delight and surprise While
sculptue was traditionally heay and massive his was airy ard
open He was as unpredictabé as his work. A friend once dis-
coveral him working in his studo with a clothespn and piece
of cotton clampeal on his nos becaug he had a cold and
wouldnt stop to wipe. When askel by an earnes visitor how
he knew that a piece was finished "When the dinne bell
rings," was Calders reply.



SMITH: MAN OF STEEL. The mog importart sculpta associatd with the New
York Schod was David Smith (1906-65) "When | begh a sculptue | am not
always sure how it is going to end; he said Smith invited chane and surpris
to ente the proces of creation believing that sculptue shoull pos a ques
tion, not offer a solution
"Now stee| thats a naturd thing for me," Smith, the descendatof a
blacksmith admitted He called his work site Termind Iron Works becaus it
was more a machire sh@ than an artists studia Smith learnal his crat on a
Studebake aub assembt line whete he picked up welding and riveting skills.
Untrained in sculpture he fused machina metd parts into open linear
designs Smith is beg known for his Cub series of balancel stainles steé
cubes ard cylinders Cantilevere into space the squars and rectangls seen
momentariy poisal but on the brink of collapse Although semiabstragtthey
often sugges the human form.
LA T T L I | Alter Smith's deah in a car crash his friend
Robet Motherwel eulogizel him, "Oh David,
you were as delicae as Vivaldi and as strorg as
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" Smith, "Cubi X,"
a Mack truck. 1963, Mo, NY.
Smith was among the first
to use welding in sculpt-
ing his geometric composi-
BOURGEOIS: THE LONELY CROWD. While Calde and Smith tions.

pioneer& new forms in metal French-America sculpta
Louise Bourgeos (b. 1919 did ground-breakig work
in carveld wood Her first exhibition in 19489 included
constructioms of six-foot-tal wooden poss tha were thin
like asparagusSte clustere severétaperirg columrs togethe
and often painted them bladk becausgshe said "the world is in mourning'
The relation — or its lack — betwea individuals had long been Bourgeois$
preoccupationSkhe titled a sculptue "One and Others} saying "This is the sol

from which all my work grows"

As a girl Bourgeos studied geomety at the Sorbonne finding refuge from her
fears and anxieties in mathematichprecision When she took up art with Cubig
painte Leger, she worked hard to be mathematicall correct "You dont haw to be

Bourgeois, "Quarantanio, 1," 1948-53, MoMA,  so rigid ard precise, Lege told her "You cen push geomety arourd a bit."

NY. Bourgeois is known for her carved wood ensembles.

NEVELSON: BEYOND THE WALL. "I didn't want it to be sculptue and | didnt
warnt it to be painting; sad American sculpta Louise Nevelsa (1900-8§ of
her work. "I wanted somethim else | wantel an essencé. The "essencé
Nevelsm creata is anovd art form. Her characteristt "sculpturel walls"
consig of cubicles crammal full of carpentes cast-offs newe posts balus
ters finials, and pieces of molding She painted an entire 11-foot-hich wooden
wall, composd of mary boxy compartmentsone color. usualy flat black
later white or gold. "I hawe given shadav aform,” sad Nevelson

As a child newly arrived from Russia in Rockland Maine, where her
fathe ran alumbe yard Nevelsam was always sure of her artistic calling. "My
life had a blueprint from the beginning and that is the reasm that | dont
neal to make blueprins or drawing for my sculpture What | am sayirg is
that 1 did not becone anything | was an artist" Throudh yeas without recog
nition, "the only thing that kept me going," Nevelsm said "was that |
wouldnt be appeased.

Nevelson, "Sky Cathedral," 1958, Albright-Knox Art
Gallery, Buffalo. A pioneer of environmental sculpture,
Nevelson made walfsized collages of discarded wood scraps.
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COLOR FIELD

In the late 1940s and early '50s a

IVY LEAGUE MATERIAL

In the early '60s, Mark Rothko proposed to donate a triptych and two large murals to Harvard University. Then-president of

few New York Schod paintes spun Harvard, Nothan Pusey, who had only the faintest knowledge of abstract ort, arrived at Rothko's studio one moming to

off a variation on Action Paintirg inspect the ift. The stocky Rothko, dressed like a disreputable housepainter, poured his guest a shot of whiskey in a paint-

where vag expansesor "fields" of
color becane the focus "Color

smeared glass. Pusey stared at "miles" of Rothko rectangles like dominoes minus the spots. Rothko stared at Pusey. “Well,

Field" painting was invariably what do you think of them?" Rothko finally asked. Uncertain of a suitable reply, Pusey said, "Rather sad." Rothko's foce lit

abstract and canvase were huge up: Pusey was "ight on the beam."

almog mural-size

Rothko, "Blue, Orange, Red,” 1961, Hirshhorn Museum and Sculpture
Garden, Smithsonian Institution, Washington, DC. Rothko pointed bars of color
that seem to dissolve into each other.

ROTHKO: BLURRED RECTANGLES. "There are sone paintes who warnt
to tell all," sad Russian-America Mark Rothko (1903-70) "but |
fed it is more shrewd to tell little." While Rothko told little, he sug
gestal volumes in his eight-foot-hidh painting consistirg of two or
three soft-edged stackel rectangles

Interestel in the relation between one color and another
Rothko built up large patche of pigmert tha seen to hove within
their color fields. Erasirg all evidene of brushstrokeshe al elim-
inated recognizab# subje¢ matter In ajoint statemehwith painte
Adolf Gottlieb, Rothko wrote, "We favar the simple expressia of
the complex thought! As his paintings becane simpler, they
becane larger "A large pic-
ture is an immediat transae
tion,” Rothko said "it takes
you into it."

As Rothko slippad into
depressia and alcoholism his
paintings lost their hushed
calm aurg becomimg dak ard
melancholy His murak for the
St Thomeas Universily chapé
in Housta are black brown,
and eggplan purple A yea
later, he took his life.

NEWMAN: ZIP STRIPS. Barnet Newman (1905-70Q was the mog radicd
abstractionis of the New York School He gaw up texture brushwork draw
ing, shading and perspectie for flat fields of pure color sliced by one or two
off-cente stripes ("zips," he called them) While Abstra¢ Expressionispaint
ings seen to explode with energy Newmans are condensedrelying wholly on
the evocative powe of color.

An intellectud who wrestlad with profourd philosophc and religious
issues Newman tried to find innovative visud equivalens for his mysticd con
cerns as in his Statiors of the Cross series a Washingtors Nationd Gallety of
Art. The colossé scak of his canvase (one painting is 17 feg wide) was indis-
pensabé to his meaning "Scak equask feeling;' Newman said To him the
"void" relieved only by a stripe looked sublime full of light, meaning and
"the chaa of ecstasy.

Newman, "Day One," 1951-52, Whitney, NY. Newman
is known for monochromatic fields of color relieved by a con-
trasting stripe.
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FRANKENTHALER: STAIN PAINTING. When New York painte Helen Franken
thaler (b. 1928 first sav Jacksm Pollocks black-and-whié work, she was
stunned "It was as if | suddeny wert to a foreign county but didnt know the
language) she said "but was eage to live there . . . and maste the languagé.
Som after, she visited Pollocks studio and learnal his pouring technique In
19 she combinal two source of inspiration Pollocks method and Jom
Marin's watercolors With oil thinned to the consisteng of watercole and
unprimed sailcloh tacked to the floor, she poural paint from coffee cans
guiding its flow with sponge and wipers

The unique stan paintings tha resultel exig at the crossroad betwea
chane and control "I think accidens are lucky," Frankenthalesaid "only if
you know how to use them! Frankenthales' colorfu shaps float like swollen
calligraphy Becaus the thin washe of pigmert so& into the canva rathe
than reg on top of it, the white fabric shines through irradiating the color
with light like stainel glass Dense zones contras vividly agains the open

Frankenthaler, "The Bay," 1963, Detroit Institute of
Arts. Frankenthaler developed stain pointing because, she
said, the point "cried out to be soaked, not resting” on top
of the comas.

NEWMAN'S PASSION

Barnett Newman painted a fourteen-wor k
series (1 958-66) on unprime d canvas
using only black and white paints. The aus-
tere pictures, each compose d of a couple of
stripes, indicate the fourteen stages of
Christ's Passion from trial to entombment .
When attending a formal dinner at New
York's Plaza Hotel, Newman, dignifie d in his
tuxedo and monocle, spotted a priest and
asked, "Have you seen my Stations of the
Cross paintings ? | showed them at the Vati-
can, and the Pope fold me | had brought
Christianit y into the twentieth century." The
painter Lee Krasner, for whom art was the
one true religion, snapped, "For Christ's

sake, Barney, isn't that a little pretentious? "

Louis, "Point of Tranquility," 1959-60, Hirshhom

expansie field of lush color.

LOUIS: VEILS AND VARIATIONS. American artis Morris Louis (1912-63 discov
erad his style when he sav wha Frankenthalewas doing Her work, he said
was "a bridge betwea Pollodk and wha was possible” Morris perfecta the
spontaneous-but-composgenethal of staining canvas He poure diluted
acrylic paint tilting his unprimed canva to guide the flow into severh charae
teristic forms veils, stripes ard florals. By relying solely on the directal fall of
paint Louis producel painting without a single brushstrokeWith the "hand
writing" of the painte gone his works communicatd purely throudh color.

A Louis trademak was the "veil" painting overlappimg fans of color
producel by pouring pigmen down vertically placed canvasesHe al creat
ed "floral" patterrs of smoky color that flare out in scallops His "stripes run
from top to bottom in multicolored canas of color. Louis experimentd with
leaving a huge empt spae in the middle of his canvasesframed by diagona
bands of color at the corners The centrd white space more than a negatiwe
void, pacls a positive punch

Museum ond Sculpture Garden, Smithsonian Institution, Washington, DC. lows poured paint in several distinct patterns that resemble veils, stripes, or floral designs.



The Twentieth
Century and

Beyond:

Contemporay Art

The problem with assessip Contemporay att is tha it's
still alive and growing History has yet to tell the tale of
who will fade from memoy and who prevail What is
clear, however is tha movemens hawe come and gore
since 1960 at abrisk clip. A comma threal linking them
is their opposition to Abstra¢ Expressionismlt's as if the
shadav cag by Jacksm Pollodk loomed so large that
future offshoos had to hadk down the tree to find their
own spd in the sun Hard Edge paintes and Minimalist
sculptos annihilatel Action Paintings cult of personaliy
by creatirg machinelile forms. Pop artiss embrace
commercid imagery and Conceptualist parel the idea of
a hand-wrough art objed to grourd zerg where art
existed in the mind more than on canvas All these
movemens centered in New York, where it bega to
seem as if painting was terminally passe

Then arourd 198 Europe seizel the spotlight
German and Italian paintes known as Neo
Expressionis returnal figure painting and recognizalé
images to the mainstream infusing their intense
emotiond canvase with autobiographich and socid
concerns In Post-Moden art of the nex generation
everythirg was up for grabs Allowable forms materials
medig and contert were expandd to sud a degre that
nothing seemd off limits, and artiss grapple with the
challeng of being truly origind rathe than merey novel
As the twentieh centuy draws to a close art is more
international with no geographich area dominating and
more diverse than eve before After a centuy of
experimentationthe legay is wide-ope freedom



WORLD HISTORY

Kennedy elected President

First man orhits earth, Berlin Wall erected, Birth control pills available

John F. Kennedy assassinated
Civil Rights Act passed, Beatles win fame

Cultural Revolution begins in China

Students demonstrate against Vietnam War
Robert Kennedy, Martin Luther King, Jr., assassinated
Amstrong walks on moon, Woodstock festival held
First Earth Day launches environmental movement

Women win abortion rights
Nixon resigns

MTV debuts
AIDS identified
Gorbachev begins reform
Challenger explodes, Chernobyl nuclear reactor erupts
Stock market crashes
Exxon Valdez ol spills, Democracy crushed in China, Berlin Wall opens
Desert Storm defeats Iraq

1959
1960

1961
1962
1963
1964
1965
1966
1967
1968
1969
1970
1972
1973
1974
1975
1976
1977
1978
1981
1982
1985
1986
1987
1989
1991

ART HISTORY

"Street Photography" in vogue
Stella exhibits shaped "Hard Edge" canvases,
Yves Klein makes paintings with nude women os "brushes"

First Pop art exhibit

Op Att begins

Minimalism recognized

Venturi publishes theory of Posr-Modem architecture
Conceptual At developed

Earth Art documented, Process Art exhibited

Judy Chicago founds feminist art program

Photo-Realism shown
Auction escalates art prices

Graffti art exhibited

Performance Art shown

Beaubourg opens in Paris, Blockbuster King Tut show tours
|. M. Pei's East Wing opens at National Gallery of At
Neo-Expressionism exhibited

Post-Modem architecture recognized

Installations become trend

Senator Jesse Helms attacks "obscene” art
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HARD EDGE

Around 1948 Abstrad¢ Expression
ism burg on the scere with fierce
emotionalism impulsiveness and
signatue brushstrokesThe paintes
of ten yeas later defined themselvs
as everythirg Abstrad Expression
ists were not. It was as if they took
to heat Minimalist painte Ad Rein
hardts slogan "a cleane New York
is up to you." Hard Edge paintes
cleana up the aa of Action
Painters

Hard Edge took the Expres
sionign out of Abstrad Expression
ism. What it offered instea of
spontaneoussubjective abstractio
was calculated imperson& abstrae
tion. Hard Edge painting uses
sharpy contoured simple forms.
The paintings are precie and cool,
as if mack by machines|t took even
further the Modernig tendeng to
view the artwork as an independen
objed rathe than aview of reality
or the painters psyche In Hard
Edge the paintel surfa@ is nothing
more than a pigment-coverd area
borderad by canve stretchers
Frank Stella summal it up best
"What you see is wha you see'

Albers, "Homage to the Square: ‘Ascending,"

1953, Whitney, NY. A color theorist, Albers demonstrated the effect of-one h i ray and B RESIAER SaIRRarSTRIkEP iRt IRETSRR: MERRNNGABR though the
Y Ce fenare 9;5§|§/ EHEO @t B Bt oy DC. Nolaa dividﬂ%%ace with sharply d%??\ed shapes and ’

ALBERS: THE SQUARE SQUARED. The
patron sairt of Hard Edge painting
was German-America painte and
color theorig Josd Albers (1838—
1976) After teachig at the
Bauhaus Albers cane to the United
States and taugh a cours called
"Effect Making" at the experimenth
Black Mountain College in North
Carolina Throughou Alberss long
caree as ateacher his obsessin was
one color's effed on anothe or, as
he said "how colors influence and
chang ead other that the sane
color, for instance — with differert
grounds or neighbos — looks dif-
ferent!

At Alberss first clas he askel
the students "Vich of you children
can draw a straigh line?" Facirg the
blackboard Albers then walked
sideways draggirg a piece of chak
acros the boad until he produce a
perfectly leve line ten feet long.
Som thereafte he sd his pupils to
masterimg nearly impossibé techni
cd tasks like drawing letters and
numbes backwad with a penci
gripped between their toes He
taugh technicd control, not free-
dom.

Albers's own work reflected
such extremne discipline From the
195G he concentratd on variatiors
of the mog neutral stabk form
he could find:
the square His
Homage to the
Squak series con
sists of superim
posal square of
subtly varied
hues atextbod
demonstratia of
how colors inter-
act Albers want
ed his viewer to
be awar of "an
exciting discrepang betwea physk

— the opticd illusion of color.

NOLAND: ON TARGET. Kenneh
Noland (b. 1924) an American
pupil of Albers, learnal his color
lessors well. But insteal of squares
he first specializé in concentr¢ cir-
cles By confining himsef to the cir-
cle (called his "target' paintings
begwn in 1958) Noland establishd
the cente of the canva (the "bull's
eye') as a structurirg device forcing
the viewer to focus on othe formd
elements "With structur& consider
ations eliminated; he said "l could
concentrag on color.'

By the mid-'60s Noland
moved on to anothe trademak
shape immense brightly colored
chevrons In traditiond composi
tion, forms cohee arourd a centrd
foca point, but in Noland's the
wing-shape chevrors seen to fly
off toward the canva edge Noland
also defied tradition by breakirg the
pictures rectangula format A pio-
neeg of the shape canvas he usal
diamonds triangles and irregula
shapes

Noland attemptel to era® his
personé& identity from his canvase
by the use of controlled designs
intene colors and geometre com-
positiors he called "self-cancelling),
rathe than "self-declaring: Instea
of screamig "Look a me!" to draw
attention to an artists inner vision as

Noland, "Bend Sinister," 1964, Hirshhorn Museum

colors to evoke calculated visual sensations.



in Abstrad¢ Expressionismup-front Hard Edge paintings quietly state "Look
for yourself! It was not abou interior angst only exteria surface

KELLY: PERFORMING MASSES. More than a brush the tools of the Hard Edge
painters trade are quick-drying acrylic pain and maskirg tape for clear, crisp
outlines American artig Ellsworth Kelly (b. 1923 outlined his shapes so
sharply they looked like raza cuts Yet he claimed "I'm not intereste in
edges ... | wart the masse to perform

And perform they do. Kelly combines giant simple shape so they
almog oscillate The viewer is hard put to sy which is forefront ard which is
background In some of his paintings alarge shape seens barel confined
within the canvaswhile in othess the image seens to continwe outsice the pic-
ture frame In both cases Kelly sets up a fluctuating tensim betwee
static/dynamé and closed/opa forms In "Blue, Red Green’ the cut-off,
irregular blue ellipse slices acros a green rectangé like a wate hazad on a
putt-put course The green form seens both aflat plane and a slightly reced
ing background

Kelly also usal shape canvass in irregular, geometri¢c and curved for-
mats He typically combina two bold, intens colors and bast shaps in
mural-sizel canvases

STELLA: MECHANICAL DRAWING. One of the mog origind of contemporay
American artiss is Frark Stella (b. 1936) Stella insist on the painting as a
self-sufficiert object "All | want anyore to get out of my paintings and all |
eve ge out of them; Stella said "is the fad tha you can see the whole idea
without ary confusion'

Stella first establishd his identity with a series of black-stripea
paintings consistirg of sooy pinstripes separaté by narrov white bands
Breakirg the rectangé with shape canvass was away for him to over
come the illusion tha a painting is awindow into illusionistic space
Insteal of traditiond easé paintings that told a story, macde a "state
ment," or presentd a metapho for somethiy else Stella sad his paint
ing was a "flat surfa@ with paint on it — nothing more?

Stella deliberatey sacrificad person& handling using commerci&
hous paint and metallic paint In his large-scad "protractof’ series of
paintings basel on intersectilg protracta arcs in fluorescem colors he
basel both the sha of the canva and desigh on a mechanichdrawing
tool. From the 196G throudh the '80s in series after series Stella deter
mined his composition by such mechanich means using rulers
T-squaresard French-cure template to sketd on graph paper In the
'70s Stella enterel what he called his "baroqe phasé and develope a
new, 3-D forma straddlirg the borde betwea painting and sculpture
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Kelly, "Blue, Red, Green," 1962-63, MMA, NY.
Hard Edge painters used simple forms and limited colors in
precise, impersonal designs.

Stella, "Star of Persia ll," 1967, Hirshhorn Museum
ond Sculpture Garden, Smithsonian Institution, Washington,
DC. Stella emphasizes the painting as an independent object
in his canvases fusing design and shape.



172 THE TWENTIETH CENTURY AND BEYOND: CONTEMPORARY ART

PRE-POP ART

For an at movemen that bega so
far outsice the mainstream Abstrad
Expressionim entrenchd itsef sur
prisingly fast Within ten years its
foundes and its style seemd over
bearingly trite. Wannale Action
Painters in shameles imitation,
were splashimg gallons of paint,
cashirg in on wha rapidly becane a
standardizd schtick Innovative
young paintess of the mid-fifties
rebelle agains$ thes faux abstrae
tions. "It was not an ad of hostili-
ty," sad Jaspe Johns explaining
why he chos® a differert path from
Pollock "It was an ad of self-defini
tion."

As Robet Rauschenberg
Johnss co-leade in the breakaway
said "l had decideal that ideas are
not red estate Theres enoud
room to mowve in tha you dont hawe
to stard in the sane place or imi-
tate Everyore was doing de Koon
ing, Newman Reinhardt There
were only two artists that didn't
copy othe artists JaspeJohrs and
[." In a quintessentibad of defi-
ance Rauschenbeyin 1953 pro-

Rauschenberg, "Monogram," 1955-56, Modema
Museet, Stockholm . In this "combine," Rauschenberg

duceal awork of art by erasilg a de
Kooning drawing This off-with-
their-head gestue symbolizel how
the movememn Rauschenbey and
Johrs begar wiped out Abstrac
tion's dominane of world art

RAUSCHENBERG: FORM EQUALS FACT.
Rauschenbear (b.1925 was the
postwa artis mog responsibé for
liberating the artig from a comput
sion to recod his own emotions A
recycle of throwaway before sal
vage was chic, Rauschenbegrinvent
ed a hybrid form of art, half-paint
ing and half-sculpture he called
"combines"” After combing New
York strees for junk, or sculpture
waiting-to-be-discovere in his
opinion, Rauschenbey attachea
eccentrc materiaé like rustel traffic
signs frayed shirt cuffs, and a
stuffed eagek to his expressionistical
ly painted canvases"A pair of socls
is no less suitabk to make a painting
with," he said than oil and canvas
"l wantal the images to still hawe
the feeling of the outside world
rathe than cultivate the inced of
studbo life."

In a famouws statemen that
explairs his appropriatim of found

out of silene (actually the sound
of the restles audience) When once
complimentel on a composition
Cage starel out the window, saying
"l just cant beliewe tha | am bette
than anythirg out there!

MERGERS AND ACQUISITIONS. "Multi-
plicity, variety, and inclusion’
Rauschenber called the themes of
his art During forty prolific yeas he
has mergal Dadas radicd question
ing of accepted practice with an
energetic Abstrad Expressionis
brushstrole and Surreali$ faith in
accident In the processhe acquirel
his own distina style basel on risk-
taking. "If art isnt a surprise’
Rauschenbey has said "it's noth
ing."

An exampeé of his opennes to
possibility occurrel one May morn
ing when Rauschenbey woke up
inspired to paint but had no money
for canvas Surveyirg his bedroom
he seizal an old quilt and tacke it
and his pillow to the stretche
before splashim them with paint
Although shockeal Italian officials
refusal to display the work that
resulted ("Bed"), Rauschenbey
considerd it "one of the friendlieg

mounted a stuffed angora goat wearing an automobile tire on a coII%gS(i §38¥§s kﬁsgﬁ 20y g]ﬁtBI@ag E%Iaare. quﬁllworthy of 6[51 ctures I've eve painted My fea

ing relates to both art ard life. ... |
try to ad in the gap
betweea the two." Act-
ing in the gap mean
nothing was off-limits.
"A picture; he said
"is more like the
red world when it's
made out of the red
world." In this equat
opportuniy approach
Rauschenbey resem
bles his mentor avant
garde compose Jomn
Cage who macke music

has always been tha someore would
warnt to craw into it." He habitualy
bough discourt paint without
labek at ahardwae store He neve
knew what color he would use until
he pried off the lid. "It's the spot of
making somethimg | havent seem
before; he said "If | know what
I'm going to do, | dont do it."

During the '80s Rauschenber
launchel a self-fundel crusack
called ROCI (pronounce Rocky,
after his pet turtle) — Rauschenber
Oversea Culture Interchang — to
promot peae throuch art



JOHNS: ZEN MASTER OF AMERICAN
ART .Theopposieof Rauschen
bergs passionatgJadk Daniels
swilling welcome of chacs is the
cod calculation of JaspeJohrs (b.
1930) "Jaspe Johrs was Ingres
whereas Rauschenbeg was
Delacroix,' accordimg to their long-
time deale Leo Castelli Yet the two
swappel ideass when both had stu
dios in the sane New York loft
building from 195 to 196Q Both
returnel recognizabé imagey to
art. They even collaborate on win-
dow displays for Tiffany and Bonwit
Teller. One Tiffany window featurel
fake potatoesred dirt, ard red dia
monds Like aJohrs painting it
combind artifice and reality that
glittered with unexpectd gems

SEEING, NOT JUST LOOKING. For
Johns as for Duchamp art was an
intellectud exercise During the '50s
and '60s he chos familiar two-
dimensiona objecs like flags tar-
gets and mays as subjects "things
the mind already knows;' he said
which "gave me room to work on
other levels! In "Three Flags;
ead successivestacka canva of
decreasig size realisticalyy portrays
a familiar object At the sarme time,
with its richly textured surfae of
encausté (pigmert mixed with
wax), it is also patenty artificial. By
contrastimg the flag's impersoné&
structure to his personé artistic
handwriting Johrs gawe a new iden
tity to an objea which, as with
O'Keeffes flowers is routinely sea
but "not looked at, not examined:
Speakimg of Leo Castellis suc
cess de Kooning once said "He
could even sel bea cans’ which
prompted one of Johns$ mog
provocative works: "Paintal
Bronze' (1960) two cylinders cag
in bronz with painted trompe I'ceil
Ballantire Ale labels Here were dis-
posabé bee cars transformed like
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Johns, "Three Flogs," 1958, Whitney , NY. Johns, with Rauschenberg, was hrst to rebel against Abstract

Expressionism by returning recognizable imagery to art.

bronzal baly shoes into permanenh
trophies Johrs challengd the view-
er. Are they ale cars or sculptur®
Reality or art? "I was concernd
with the invisibility those images
had acquired; Johrs said "and the
idea of knowing an image rathe
than just seeimg it out of the corne
of your eye!

His art is a study of ambiguity
and metamorphosisJohrs some
times coveral the canva with cross
hatching traditionally usel by
draftsme to indicate deph but for
Johrs a flat surfae pattern "Take
an object Do somethim to it. Do

somethimg else to it," was Johnss
creda His art is intentionally
oblique, cool, and detaché yet
open to multiple interpretations

In 1985 acknowledgd as
one of the mogd esteemd living
artists Johrs bega to make his
paintings more personal He intro-
ducedd a figure (a shadow self
portraif) in Four Seasonsa series
exploring the passag of time.
Although this work has clea auto
biographicé& implications as usual
Johnss symbok puzzke more than
illuminate.

HAPPENINGS

As part of the Pop scene, artists like Allan Kaprow and Jim Dine staged happenings , designed to take art off the

canvas and into life.

Robert Rauschenber g rented thirty large desert turtle s for one happening , "Sprin g Training. " The turtle s

roamed a darkened stage with flashlight s strappe d to their backs, sending light flashin g in all directions , while

Rauschenberg , clad in jockey shorts, traipse d around wigglin g his toes and fingers . Then he and a friend toted

each other around like logs. For the climax, Rauschenberg , in a white dinner jacket and on stilts, poured water

into a bucket of dry ice hamessed to his waist. Clouds of vapor coiled around him, a finale he later pronounce d

"too dramatic. " Afterward , returnin g the turtle s in a taxi, Rauschenber g praised their performance . "But the tur-

tles tumed out to be real troupers , didn't they? They were saving it all for the performance . They don't have very

much, so they saved it."
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POP ART

Once Rauschenberand Johrs re-
introducel recognizabé imagery
the stag was sd in the early 196Gs
for artists to draw their subjecs
directly from popula ("pop") cul-
ture. With aresoundig WHAAM!
Roy Lichtensteins comics-derive
paintings took direct aim at the
abstrat¢ art of the '50s Besides
Lichtenstein artists like Andy
Warhol, Claes Oldenburg and
Jame Rosenquistwho all had com
mercid art backgroundsbasel their
work on images from Times Squae
neon signs the mas medig and
advertising

This retum to pictorid subjedc
matte was hardly a retum to art tra
dition. Pop art macde icons of the
crassesconsume items like ham
burgers toilets, lawnmowers lip-
stick tubes mounds of orange-col
ored spaghetti and celebrities like
Elvis Presley "There is no reasm
not to conside the world,"
Rauschenbey said "as one large
painting! Pop artists also mace art
impersonal reproducig Coke bot-
tles or Brillo boxes in a slick, anony

mous style With playful wit, the
new art poppel the pomposiy of
Action Painting

Pop artists blazel into super
stardan in 1962 like comes in a
Marvd comic Pop was eay to like.
Its shiny colors snaply desigrs —
often blown up to heroic size — and
mechanich quality gawe it a glosy
familiarity. Pop becane as much an
overnigh marketirg phenomenn
as a new artistic movement Collec
tors compare the skyrocketirg
prices of their acquisitiors to IBM
stock Meanwhile galleries chodk
full of pase Abstra¢ Expressionis
inventoty were out of the action
One jealousYy postal a sign next to
an exhibit of Warhd souw cans
"Get the red thing for 29 cents!

For archite¢ Philip Johnson a
Pop collector, the art was more than
monetarily enriching "What Pop
art has done for me is to make the
world a pleasanteplace to live in,"
he said "I look at things with an
entirely different eye — at Coney
Island at billboards at Coca-Coa
bottles One of the duties of art is to
make you look at the world with plea
sure Pop att is the only movemenin
this centuy that has tried to do it."

LICHTENSTEIN:
COMIC STRIP IMAGERY

Since 1962, American Pop artist Roy Lichtenstein (pro-
nounced LICK ten stine; b. 1923) has parodied the
mindless violence and sexless romance of comic strips to
reveol the inanity of American culture. Lichtenstein Said
he painted war comics and tawadry romance melodramas
because "it wos hord to get o painting that was despica-
ble enough so that no one would hang it. Everyone was
hanging everything. It was almost acceptable to hang a
dripping paint rag. [But] the one thing everyone hated
was commercial art. Apparently they didn't hate that

enough either."

Lichtenstein, "Whaam!" 1963, Tate Gallery, London.
Lichtenstein's fradematk style borrows comic book tech-
niques as well as subjects. Using bright primary colors with
black and white, he outiines simplified forms, incorporating
mechanical printer's (benday) dots and stereotyped imagery.
By enlarging pulp magazine panels to hillboard size, Lichten-
stein slaps the viewer in the face with their hiviality.



WARHOL: THE POPE OF POP. Peopk who hawe neve bee inside an art
museun know American painta Andy Warhd (1930-87) Warhd
picked his subjecs off supermarkeshelves and from the front page of
the tabloids He would then mass-produe images like Marilyn or Camp
bell's Soyp cars in assembly-lie fashion repeatig them by silkscreea
duplication Thes well-known images pushel art out of the museun ard
into the mainstream

"Once you begh to see Pop; Warhd said "you cant see America
in the same way." Not only did Warhd force the public to reexamire
their everydy surroundingshe mack a point abou the loss of identity in
industrid society "The reasam I'm painting this way is that | wart to be a
machine’; he said Warhd delighted in deadpanoutrageos statements
"I think it would be terrific if everyore looked alike," he said and "I
want everybod to think alike. | think everybog shoull be a machine"
Jud when critics concludea his platinum fright wig, pale makeup and
dark glasse conceald an incisive socid commentatorWarhd puncturel
their balloons "If you wart to know all abou Andy Warhol just look at
the surfae of my paintings and films and me, and there | am There$
nothing behird it."

Warhd began as avery successfushee illustratar for print ads He
lived with his mothe in New York with twenty-five cats Then in 196)
Warhd mace acrylic paintings of Superman Batman and Dick Tracy.
From 1962-& he addel the famous sop cans Coke bottles dollar signs
celebrily portraits and catastropk
scenes straigh out of the National
Inquirer. A naturd self-promoter
Warhd made himsef into a media
sensation He installed his retinwe at a
downtown studi called The Factory

From 1963-8 Warhd made
more than sixty films which reache
new depths of banality One silent
film, "Sleep} runs six hours captur
ing evely non-nuane of a man sleep
ing. "l like boring things; Warhd
said

Although Warhd works are

instantly recognizable he opposel
the concep of art as a handmae
objed expressig the personaliy of
the artist In his multiple images end
lessy repeatd as in saturatiomm adver
tising, Warhd brough ar to the
masss by making art out of daily life.
If art reflects the sod of a society
Warhol's legag/ is to make us see
American life as depersonalizeé and
repetitive "Andy showeal the horror
of our time as resolutey as Goya in
his time," sad contemporay painte
Julian Schnabel
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THE FAME GAME

According to Warhol, he wanted nothing more than anonymity.
When hired for 0 speaking tour, he sent a Warhol-imperson-
ator. After 1968 he left his art totally to assistants. Yet, con-
versely, Warhol took infinite pains to publicize his own persona
ond hobnobbed frenetically with the Beautiful People. In a
sense, his image was his chief work of art.

In 1968 a groupie who ployed a bit part in his films,
calling herself sole member of SCUM (Society for Cutting Up
Men), shot him. In grave condition, Warhol hovered between
life and death. The first thing he did on emerging from inten-
sive care was ask about his media coverage. Making o photo
opportunity out of his near-extinction, Worhol displayed his scar
for cameras.

"Fame is like peanuts,” Warhol said. "When you
start, you con't stop." A media star who had it all, Warhol was
asked by art dealer lvon Karp what more he wanted. " want
more fome," Worhol whispered. Atthough he predicted fifteen
minutes of limelight for everyone, for Andy Worhol it lasted
twenty-five years.

Warhol, "100 Cans of
Campbell's Soup,"

1962, Albright-Knox Art
Gallery, Buffalo. Best known
for his serial images of con-
sumer items in a hard-edged
graphic style, Warhol wanted
amachinelike art without
social comment or emotion.
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Oldenburg, "Soft Toilet," 1966, Whitney, NY. By
transforming commonplace objects, Oldenburg hoped to
make the viewer appreciate their qualities as design objects.

Riley, "Current," 1964, MoMA, NY.

OLDENBURG: METAMORPHOSIS.
Involved from 195 to 1965 with
Happenings an early form of per
formane art, American sculpta
Claes Oldenbug (b.1929 devel
oped three-dimensionallarge-scad
blowups of familiar objects "l wan
peopk to g& accustomd to recog
nize the powe of objects] Olden
burg said Ordinatly objects he
believes "contan a functiond con
temporay magic; but we hawe lost
any appreciatio of this becaus we
focus on their uses

Oldenbug magnified the scak
of objecs like clothespins basebdl
bats and lipstick tubes to the epic
size of Times Squae billboards He
alwo altered their composition con
structing a typewriter out of soft
vinyl, clothesph out of steel or
icepak out of painted canvas
stuffed with kapok

Oldenburgs soft sculptures
are like 3-D versiors of Dali's limp
watches His magnificatiors and
transmogrificatios "give the objed
bad its power; he said by disori

"Op," or "optical" art, was developed in the mid'60s by English pointer Bridget Riley, Erench
Hungarian Victor Vasarely, and the Americans Richard Anuszkiewicz and Lawrence Poons. It com-
hined color and abstract patterns to produce optical illusions of pulsating movement.

enting viewers and shockirg them
out of their torpor. "Soft Toilet," for
instance turns all expectatios
topsy-turvy What shoutl be hard is
soft and sagging what should be
sanitay looks unhygienic "Gravity
is my favorite form-creator; Olden
burg said

Besides his soft sculpture
Oldenbug is also known for his
proposel civic monumentsmog of
which exig only as witty sketches
He has suggestd replacirg standad
memoriak like soldies ard cannors
with colossé enlargemerd of every
day items like spoons cigarete
butts, or peela bananasFor the
Thames River in London, Olden
burg proposa@ huge toilet bowl
floats to rise ard fall with the tides

Like Jame Rosenquistwho
painted billboards before becomirg
a Pop artist Oldenbug was inter-
estad in the power of scak as a
propery in art "l alter to unfold the
object; Oldenbug said to make us
"see) perhaps for the first time, an
objed we look a every day.



MINIMALISM: THE COOL SCHOOL

The inevitable conclusiom of the
moden artists urge to redue art to
basics was Minimalism. Although
monochrone canvase by paintes
like Robet Ryman Brice Marden
Robet Mangold and Agnes Martin
are called Minimalist, it is primarily
a schod of sculpture The founding
fathers are all American sculptos
like Donald Judd who defined
Minimalism as "getting rid of the
things that peoplk usda to think
were essentihto art.”

SOLID GEOMETRY. Minimalists, like
Hard Edge painters eradicaté the
individual's handprint as well as
ary emotion image or messageTo

Judd, "Untitled," 1969, Norton Simon Museum of
Art, Pasadena, CA. Minimalism is art reduced to the
absolute minimum, totally abstract and commercially
manufactured, without reference to the artist's emo-
tions, personality, or any recognizable image.

attain suc a "pure,” anonymos
effect they usel prefeb materiak in
simple geometrc shaps like metd
boxes or bricks

Minimalism was a reactim
againg both the swagge of Abstrac
Expressionim and vulgarity of Pop
After they jettisonel both personaki
ty and consumerismwha Minimal-
ists had left were cold, mechanich
forms for the viewers to make of
them what they would. Meta
shelves attachel to a galletry wall,
panes of glas on a gallery floor, a
plank leanirg agains a wall are all
Minimalist art The ultimate Mini-
malig exhibit was Frend artis Yves
Klein's shaw of nothing at all, just a
freshiy whitewashd gallely contain
ing no objed or painting (two
patrors even bough nonexisten
canvass — Klein demandd pay
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MINIMALISM
LOCALE: U.S.in 1960s-70s
FORM: Abstract, geometric modules
LOOK: Cleon, bare, simple
TECHNIQUE: Machine-mode

MEANING: You be the judge

mert in gold). "Comparel to them;’
art deale Leo Casteli said "Mon-
drian is an expressionispainter’

For these sculptors minimum
form ensur@ maximum intensity.
By paring away "distraction$ like
detail imagery and narrative — i.e,,
everything — they forced the viewer
to pay undiluted attention to whats
left. "Simplicity of shap does not
necessaril equate’}, said Robet
Morris, "with simplicity of expert
ence’

A MINI-ROUNDUP OF THE MOST PROMINENT MINIMALISTS

DONALD JUDD (b. 1928) makes machine-made stainless-steel, Plexiglas, and plywood boxes arranged in hori-
zontal or vertical rows on walls. "A shape, a volume, a color, a surface is something in itself," he said.

CARL ANDRE (b. 1935) went to the opposite extreme from traditional vertical, figurative sculpture on a
pedestal. Instead, he arranged bricks, cement blocks, and flat slabs on the floor in a horizontal configuration, as in

his 29-foot-long row of bricks on the ground.

DAN FLAVIN (b. 1933) sculpts with light, attaching fluorescent rubes to the wall in stark geometric designs giv-

ing off fields of color. Hint: Look at the light, not at the tubes.

SOL LEWITT (b. 1928) creates simple forms in series like white or black cubes, either open or closed. Although
he later added primary colors, LeWitt stresses that art should "engage the mind rather than the eye or emotions."

ROBERT MORRIS (b. 1931) is known for large-scale, hard-edged geometric sculptures like big, blocky right
angles. "Unitary forms do not reduce relationships," he said. "They order them." Morris also does antiform sculp-
ture in soft, hanging material like felt. The pieces droop on the wall, sculpted by gravity.

RICHARD SERRA (b. 1939) became infamous for his huge metal sculpture "Tilted Arc," which aroused such
hatred in a public square in New York that it was removed in 1989. Serra's entry for rhel 991 Carmegie Internation-
al art show consisted of two black rectangles, each hanging on a different wall, one placed high and the other near

the floor.
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CONCEPTUAL ART:

INVISIBLE VISUAL ART

"Painting is dead! the art world
proclaimel in the late 1960s and
early '70s Not just painting —
sculpture too, in the opinion of a
group called Conceptud Artists.
"Actual works of art are little more
than historicd curiosities; said
Jose Kosuth This didn't mean
that Art was dead This develop
men was just patt of atrend called
"dematerializatio of the ar
object! In simple terms if a cre-
ative idea is fundamenté to art,
then producirg an actud objed
provoked by that idea is superflu
ous Art reside in the core concept
not the practicd work. Minimalists
scrubbel their art clean of image
personality emotion messageand
handcrafting Conceptualigt wern a
step further and eliminatel the art
objea altogether "The idea itself,
even if not mack visual is as mucd a
work of art as ary finished prod-
uct,” sad sculpta Sd Le Witt, who
gawe the movemen its name

Conceptud Artists include
Germars Josefn Beuys (1921-86)
Hanne Darboven and Hans
Haacke Americars Le Witt,
Kosuth, John Baldessari Jenry
Holzer, Bruce Nauman Chris Bur-
den Jonatha Borofsky, and Bul-
garian-America Christo In fact,
Conceptub Artists do creae works,
but they barely resembé traditiond
art. The labd is an umbrella temm
coverirg divere movemens — any
thing that is neithe painting nor
sculpture which emphasize the
artist's thinking, not his manipula
tion of materials

Any action or thought can be
considerel Conceptud Art.
Japanese-Ameriga artist On

Kawarg for instance has painta a
date on a smal gray pané ead day
sine Januay 25, 1966 and exhibits
randomy selecte dates Les Levine
ran a Canadia koshe restaurahas
an artwork Morgan O'Hara obses
sively records how she spend ead
momern of her life. Joln Baldessar
placal the letters C-A-L-1-F-O-R-N-
I-A at differert locatiors arourd the
state It's all ConceptubArt, as long
as the idea rathe than the art objed is
paramount Here are some of its
forms

MEDIA IS THE MESSAGE

Holzer, "Selections," 1989,
Solomon R. Guggenheim, NY. A
subset of Conceptual Art since the
1970s is media art. American artist
Jenny Holzer (b. 1950) uses mass
media like billboards to push art
out of the museum and into public
spaces. She began by posting
small, anonymous stickers with
ambiguous, fortune<ookie epi-
grams like "MONEY CREATES
TASTE" on garbage can lids and
parking meters. Then she graduat-
ed to 20' x 40' electronic signs
hashing from Las Vegas to Times
Square. From impersonal electric
ribbon signs and banal sayings, she

PROCESS ART. While Minimalist
sculptos went abou assemblig
preféb parts Robet Morris decidel
that the proces of creatirg art was
more importart than the finished
piece Like existentialisn — but
als taking a page from the Abstrad
Expressionist — the artig discov
ers meanirmg by doing. Walter De
Mariain 1961 describel aProces
Art project "I hawe been thinking
abou an art yard | would like to
build. It would be sott of a big hole
in the ground Actually, it wouldnt
be a hole to begin with. Tha would
hawe to be dug. The digging of the
hole would be patt of the art."

ENVIRONMENTAL ART. Conceptuk
Artists frequenty do their thing far
from museuns ard galleries Earth

constructs a form of emotional theater to combat public apathy toward most art.

CONVERSATIONS WITH A COYOTE

Much of the public's you-call-hat-art? skepticism has been in direct response to the extremism of some contemporary art. Butfor the generation



works artists like Robet Smithsm (see p. 21) devisd
vad projecs requiring bulldozes moving tons of earth
Wrap artig Chriso (b. 1935 specialize in temporariy
wrapping bridges and buildings — even one million
squae fed of Australian coas — in plastic In 198 he
surrounde eleven islands in Floridas Biscayre Bay with
pink polypropylere tutus

PERFORMANCE ART. A stagel evert involving the artig
talking, singing or dancing Performane Art requires
artists to use their bodies in front of an audienceJoselh
Beuys walked arourd a Diisseldof gallely performirg
"How to Explain Pictures to a Dead Haré' (1965) His
face coveral in gold led armd honey he explainal various
paintings to a deal rabbit cradled in his arms In his
1972 "Seedbed performanceVito Accond masturbat
ed for six hours unde aranmp at the Sonnabed gallery,
broadcastig his moars and groars on loudspeakers

INSTALLATIONS . Room-siz exhibitions crammel with a
conglomeratio of dispara¢ objecs like words videos
photos and ordinary objecs like bee cars commen on
topicd political issues like AIDS. Although the objecs
seen unrelated the viewer is intendel to ente the envi
ronmert ignorart and emerg@ enlightene abou sone
pressimg socid thene the artig has revealed

Jonatha Borofsky turned the Paukh Coope
Gallery into a studio by drawing on walls and inviting
visitors to play ping-porg on a black-and-whi¢ painted
table A four-foat stak of pape scrawla with numbes
from zero to 2,687,58 stoad on the floor (Borofsky
undertod to court to infinity). Hundred of copies of an
antilittering handbil littered the floor. (The artists mothe
startel picking them up before the openirg until someoe
stoppeal her, explainirg that the idea was to hawe them
underfoot)
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DANGER ZONE

Californi a performanc e artist/sculpto r Chris Burden, called "the Evel Knievel of
the avant-garde, " makes his display s a life-or-deat h affair to take art out of
elitism into the real world of loomin g danger. To "explore " violence , he had a
friend shoot him in the arm while guests at a Los Angeles gallery watched . In
‘Doorwa y to Heaven" (1973), Burden grounde d two live electric wires on his
bare chest, recordin g the aura of sparks in a strikin g photograph . A Viennese
group went too far when they smeared sheep blood and entrail s on participant s

and crucifie d them upside down in a gallery. One died from self-mutilation .

PROCESS NOT PRODUCT

Haacke, "Condensation Cube," 1963-65, John Weber Gallery, NY.

Hons Haacke (b. 1936), a left-wing artist who works in the United States, concentrates on the act of making
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CONTEMPORARY ARCHITECTURE

In the 1970 and '80s designes
traded in Miesian-inspirel Barce
lona benches and Breua chairs
(honestly they were neve very com
fortable) for Adirondadk benche
and Shake rockers A consenss
formed tha Bauhaus-inspirg Mod-
ernign was as one critic said "pol-
ished death” Internation& Style
buildings basea on the grid and
glass skin had multiplied so widely,
they were the House Style of corpo
rate headquartes throughou the
world. Critics denouncd their
anonymiy and hungere for pas
sion and personality

Modernian seemé like a
dead end and Post-Modernim
aroe as its alternative In place of T-
square-straightantiseptc forms,
the new architectue usa curvilin-
ear, complex shapes Post-Mod
ernign resurrectd color, ornament
and historicd touches like the

Johnson and Burgee, Pennzoil Place, 19/6, Hous-
ton. Initially an advocate of the International Style, Johnson
later designed buildings that broke from the white box for-
mat and added historical references.

dome arch and vault. While one
particula style has not yet jelled,
architecs today experimen with a
variety of novd forms with an
almog Baroqte flair. What is clea
abou Post-Moden architectue is
its pluralism

PE: THE LAST MODERNIST. I. M. Pd
(pronouncd PAY; b. 1917 becane
the Internationd Styles leading
exponett in the postwa period
Peis buildings declae their identity
as abstrat objecs first, then as
refined monuments Frequenty tri-
angula in shap with an oversizel
Henry Moore sculptue out front,
they are monochromati and sevee

like Minimalist sculpture

Pei, Entrance to the Louvre, 1989, Paris. Pei's buildings use simple, uncluttered, geometric forms.

JOHNSON: THE TURNING POINT. For the first half of his careey American archi
ted Philip Johnsa (b. 1906 was apprentie to his maste Mies van der Rohe$
Internationd Style In 1956 they collaboratel on the landmak Paik Avenue
Seagran Building (at 53rd Street) In 1949 Johnsa built the penultimae
glass box, Glass House in New Canaan Connecticut where shees of glas
comprise the whole exterior. He had reache& the maximum of minimum:
pure clean abstrat — all qualities of "The Internation& Style' tha he alo
championd in an influentid bodk of the sane title.

In the mid-'70s Johnsa sniffed a chang in the air and seizel the Post
Modem banner Pennzdi Plae in Houstm (1976 looks like a gigantic Mini-
maligt sculptue but diverges from the bland rectangula anonymiy of the
Internationd Style in its daring sha and daik color. It consiss of two towers
separatd by aten-fod slot, joined at the bottom by a glas wedge housirg a
lobby. Johnsa taperal the roof to a rakish 45-degre angle Johnsors PP G
Place in Pittsburd is a Post-Moden masterpiee with its Gothic tower and
turrets — like the Houses of Parliamem execute in sleek mirrored glass The
"Chippendaé skyscrapér tha Johnsa and partne Jom Burgee designd for
AT& T recalk Brunelleschs fifteenth-centuy Pazz Chape in its arch-and
colonnadd base Its broken pedimen top is like an eighteenth-centyrgrand
fathe clock Thanks to Johnsonit becane chic to quote from the past As
Johnsa told his students "You cannda not know history'



BEAUBOURG: CONTEMPORARY CUL-
TURE PAR EXCELLENCE. A building
that fits no categoy excepg maybke
futuro-fantay is the Cente Pompt
dou, known as the Beaubourgin
Paris If Johnsors Pennzoli resem
bles Minimalist sculpture the
Beauboug is a Dada funfest Dedi
catel to putting Pars badk at the
helm of contemporay art, the
Beauboug house labs and display
space dedicatel to modemn art,
industrid design avant-gard (espe
cially computer-generatgdmusic
and film. After the Eiffel Tower, it's
the mod popula attractio in Paris

The building weasrs its tech
nology on its sleeve with all servie
functions turned inside out Heatirg
and cooling ducts stairg elevators
escalator wate and gas pipes criss
cross the exteria sted skeleton
Color is avital element with com-
ponent color-codel accordirg to
function: red for ramps and con
veyance tha move people green
for water, blue for air conditioning
and yellow for electricd wiring.
Could anyore but Parisiars make
plumbing so stylish?

Its designes sought to creat a
radically new kind of building for
an institution tha goes far beyord
ho-hun museun activities Anyone
wanderirg into the corridor where
composes push buttors to creae
music of squawls and bleefs knows
right away hes entera a new
Frendh Revolution The public
plaza outsice throbs with perform
ers juggling, singing miming, and
breathirg fire. "If the hallowed
cultlike calm of the traditiond
museun has been lost, so muah the
better; sad then-directo Pontws
Hulten. "We are moving toward a
socieyy where art will play a gred
role, which is why this museum is
open to disciplines that were once
excludal by museums..."
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Piano and Rogers, Centre Pompidou, 1977, Paris. This building celebrates technology by

putting beams, ductwork, pipes, and corridors on the outside.

GRAVES: THE TRIUMPH OF POST-MOD-
ERNISM. A Post-Moden American
archite¢ for whom color is a centra
componenh is Michad Graves
(b. 1934) Insteal of basirg color on
technicd function as at the
Beaubourg Graves keys it to nature
to earth foliage and sky. "My color
seng is vety childlike,” Graves said
"l dont want to upsé the code’
Graves uses "representationdl
color, sheathig the base of build-
ings in earh hues like terra cotta
and dak green graduatim to sky
tones above like an azure-ble sof
fit.

In the late 197G Graves con
verted to Post-Modernimm and
mixed Classicd elemens and fantay
(he designel the new Mickey
Mouse-inspiréd
Disney head
guarters) Now
he dots his
multicolored
facades with
architectura
flashbacks
ranging from
Beaux-Arts
Classicisn to
Egyptian revivd
to streamlindg

Modernism In his Portlard Public
Services Building (1983) dubbeal
"The Temple} Graves divided the
tower into three separag sectiors
suggestig the base shaft and capk
tal of a Classichcolumn

Dramatic entrance are a
Graves trademark Instea of the
interior/exteria free flow of Mod-
ernism he amplifies the passag
betwea public ard private outsice
and inside A typicd device is the
"voided keystone' Where a tradi
tional arch has a keystore at its
apex Graves places a window,
heightenimg the drama of the centrd
portd as focd point

Graves, Clos Pegase Winery, 1987, CA. Graves reiatro-
duced color and historical detail to architecture.
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GEHRY: CALIFORNIA DREAMIN'. The mod provocativ Post-Moden archited
working today is indisputaby Frark O. Gehwy (b. 1929) Canadia born,
Gehty put himsef throudgh architectue schod by working as a truck driver.
Now he works out of Los Angeles a pionee of wha he has called "cheapskag
architecture’. Gehwy buildings are instantly identifiable for their use of unpre
tentious industrid materiak like plywood, chain-lirk fencing corrugate
cardboard and cinderblock Why? "l had alot of poar clients; Gehy said

An experimenthurge al entera his calculations When he sawv the
Minimalist sculptue of Cal Andre ard Donald Judd mack of firebricks and
plywood, Gehry sad he gat intereste in "the idea tha you could make art out
of anything' He al9 liked the informd air thee "anti-aesthetit materias
gawe a design

Gehiy has alo designe Post-Moden buildings that expres their pur-
pose throuch form. His Loyola Law Schod in Los Angeles (1985 has slee
columrs and space that echo the staa (columneal pavilion) and agomla (open

meeting areg of ancien
Greece the birthplace of
Westen law. The California
Aerospae Museun burss
with dynamisn in jutting
angles that sugges flight.

A quirky individual
who tries to insinuat a
fishlike form into evely
building, Gehryswork is as
unique as his outlook "I
am trying to respom to a
particular time," he said
"becaug | dont think you
can escapé.

VENTURI: LESS IS A BORE. If Frark
Gehy is the wild man of Post-Mod
ernism American archite¢ Robet
Ventur (b. 1929 is Everyman The
leading theoreticia of Post-Mod
ernism Ventur demolishe Mies's
famous "less is more" with his coun
terattack "lessisabore! In severh
influentiad books like Learningfrom
Las Vegashe arguel that architee
ture shoul accep not only histori
cd styles but respet "dumb and
ordinary' vernacula buildings As
Ventur put it, "Main Stred is
almog all right."

Ventur practices what he
preaches He believes architectue
shoud accommodad a multiplicity
of styles so in one structue (avaca

tion lodge in Vail, Coloradqg he
combinel source as divers as the
Swiss chalet Palladig Art Nouveauy
and the Internation& Style of Le
Corbusier More than anyone he is
credited with inventing the jaunty
pluralism of Post-Moden architee
ture.

In Guild House a home for
retirees in Philadelphia Ventur
deliberatey mace the design unas
sumirg and unpretentiousHe usal
Pop poster-styé lettering and
crowndl the arch that serves as focd
point with a televisicn antenna The
brick building puts on no airs,
makes no big statementand blends
in thoroughly with its undistin
guisheal neighbors Critics hawe

Gehry & Associates, California Aerospace Museum,
1984, Los Angeles. Gehry's forms seem on the verge of lft-off
in this design that reflects the building's purpose.

faulted this intentiond banality.
"Don't take it so hard;' his partne
Jomn Raud told Ventuti when they
lost anothe commission "You're
only afailure. I'm an assistan fail-
ure.

Recenty Ventur has complet
ed maja projects sud as buildings
for the Princetan Universily campts
faced with a red-and-whié checker
board motif like the Purina Dog
Chow logo. His Sainsbuy Wing of
Londons Nationd Gallety (1997 is
a collection of irreveren historicd
allusions and his colorful Seatte
Art Museun (1991) has the sane

playfu quality.
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AN ARCHITECTURAL SURVEY

Throughou the book referencs to the evolution of architectue appear Pag 39 coveral Renaissarearchitecture for
instance and page 146 deat with the Internation& Style Heres a quick rundown of major names in the histoty of
Westen architecture

BIRTH OF ARCHITECTURE

STONEHENGE — modg famous megalitht monumen usal for ritua purposesc. 2000 B.C.

ZGGURAT — stepped mudbridk tempk designd as meetirg place for man and gods in Sumer ¢. 2100 B.C.

PYRAMID — gigantc monumen for deal pharaoh first namel architect Imhotep built steppé pyramd
for Egyptian King Zoser ¢c. 278 B.C.

PARTHENON— Iktinos and Phidies perfectel Greek Doric tempk style 447742 B.C.

PANTHEON— beg exampk of Roman monumentharchitecture fully exploited arch vaults dome concrete
c.A.D. 118-B

BYZANTINE — Anthemiws of Tralles ard Isidore of Miletus supportel dome of Hagia Sopha by pendentivs to

allow flood of light, 532-37
ROMANESQUE — churdh style with massie piers and towers round-toppéd arche like St Sernin begwn c. 108
GOTHIC — vault supporte by flying buttressesstrorg verticd orientation ard pointed arches like Chartres
Cathedral 1194-126®

RENAISSANCE AND BAROQUE
BRUNELLESCHI (1377-144% — first gred Italian Renaissarearchitect rediscoverd Classica forms and simplicity
ALBERTI (1404-73 — formulated architecturhtheoly basel on rules of proportian
BRAMANTE (1444-1514 — High Renaissarearchite¢ who redesignd St Peters Cathedra
MICHELANGELO (1475-1564 — remodeld Capitolire Hill in Rome
PALLADIO (1508-8Q — arch-and-colum compositios of symmetric& villas copied arourd world
BERNINI (1598-1680) — designéd Roman churches chapels fountairs for theatrich effed
BORROMINI (1599-166F — usal curves and countercurvesrich surfa@ decoratim
CUVTLIES (1695-1768 — designd extravagahRoco® roons base on mirrors gilt, profusey carvel stuc®

NINETEENTH CENTURY
JEFFERSON (1743-1826¢ — revived Classical/Palladia style in neo-temple
EIFFEL (1823-1923 — devisal namesak towe in 1838 as triumph of engineerig and industrid materias
SULLIVAN (1856-1924 — developd moden architectue with form-follows-function concep
GAUDI (1852-1926 — Spanis Art Nouveal architet¢ basel fluid, linear style on organt forms

TWENTIETH CENTURY
WRIGHT (1869-1959 — American innovata who pioneeré "organic' buildings with flowing lines
GROPIUS (1883-1969 — led Bauhas trend toward functionalign
MIES VAN DER ROHE (1886-1969 — perfectel simple unornamente skyscrapewith glas curtan walls
LE CORBUSIER (1887-196% — shifted from sleek Internation& Style buildings to sculpturad fantasies
JOHNSON (b. 190§ — evolvel from Internationa Style to Post-Modernis
PEI (b. 1917 — stark geometr¢ buildings like abstrat sculptue
GEHRY Ib. 1929 — "Deconstructivist archite¢ whos buildings of disconnecté parts hawe unfinished

semipurk look

GRAVES (b. 19349 — introducel color ard historicd reference into moden desigq
VENTURI (b. 19295 — leadirg theoreticia for diversily in architectue
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PHOTOGRAPHY: WHAT'S NEW

"Straight,’ undoctore& photogra
phy, as champione by Alfred
Stieglitz, retainal its advocats until
World War 1I, then gradualy gawe
way to a more subjective use of the
medium In the new, introspectie
style, rathe than just presentimg
objective information in documen
tary form, the camen expressd
feelings and manipulate reality to
creae fantasis and symbols Photo
journalig W. Eugere Smith, in his
moving portraits of Japanes chil-
dren crippled by mercuy poison
ing, useal pictures to commen on
sociely with what he termel "rea
sonal passion. Rathe than a singlke
trend or movement the mog
importan trait of contemporay
photograply is diversity. The fol-
lowing photographes represen
sonme of the types of photograply
being practiced from late Mod-
ernian throudh Post-Modernism

Bourke-White, "At the Time of the Louisville
Flood," 1937, collection of the George Arents Research
Library, Syracuse University, NY. Bourke-White's broad,
poster like style shows the unemployed on a breadline during
the Depression, ironically revealing the gap between the
American dream and reality.

ABBOTT: "THE PAST JOSTLING THE
PRESENT." American photographe
Berenie Abbott (1898-199) bega
her caree in the heroic age of pho
tography when it was first estab
lished as an art form. She producel
a series of New York stre¢ scensin
the 1930 for which she is beg
known. In her Modernig photo
grapht style Abbott framed com
positiors dynamically shootirg up
or down at dizzying angles to cap
ture the city's vitality. She wanted to
show the "spirit of the metropolis
while remainirg true to its essentih
fact, its hurrying tempo; to evoke
"the pag jostling the present.

BOURKE-WHITE: THE PHOTO-ESSAY.
When Henty Luce hired American
photographe Margard Bourke
White (1904-73 for Fortune maga
zing, he taugh her tha pictures had
to be Dboth

beautifu and

factual In her

obsessie drive

for the perfect

| ly compose

| photograph

| she neve forgat

| to include the

| essentiatruth

| of a situation

Bourke-White

I sha classt

photo-essayg

' that brough

the reality of American and Sovig
industly and the Depressio home
to millions of readers An aggressive
fearles reporter she flew in planes
and danglae from cranes to get
exactly the right shot Her colleagwe
Alfred Eisenstaedsad she had "the
ided attitude' for a photojournalist

Abbott, "Nightview, NY," 1932, Commerce Graphics
Ltd., Inc. Shot from atop the Umpire State Building, this
panorama conveys the energy ond romance of the city.

"At the pe& of her distinguishel
career; she "was willing and eage
as any beginne on a first assign
ment She would ge& up at daybre&
to photograh a bread crumb, if
necessary. "Sometime | could
murde someor who gets in my
way when I'm taking a picture)
Bourke-Whie said "I becone irra-
tional. There is only one momeri
when a picture is therg and an
instart later it is gore — gore forew
er.

In World War Il and the Kore-
an War, Bourke-White heedirg war
photographe Robet Capas advice
"If your pictures are no good you
arent close enough,"facd dange
on the front lines She unflinchingly
recordeal the dazel faces of sur
vivors when Buchenwadl was liber-
ated Her work for Life magazire
both popularizel the photo-essga
and openal the way for women to
compee with male journalists prow-
ing women were physically and
technicaly capabé of sud a
demanding task
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ADAMS: THE AMERICAN WEST. When
he was 14, Ansd Adams (1902-89
took his first picture with a Brownie
box camean of mountan peals in the
Yosemit Valley. For the next six
decades he took pictures of
Yosemite eat atechnicaly perfed
rendition of unspoile nature "Big
countly — spae for heat and imagk
nation;' he describe it. The preemi-
nent photographe of the American
West Adams neve grew bored with
the=x scenes A conservationisand
mountaineer he loved the wildernes
intensey and believel "a gred pho
tograph is a full expressio of what
one feels"

With Stieglitzz Weston and Pau
Strand Adams was a leadirg advo
cate of "straight' photography
Avoiding tricky camen angles he
previsualize his final image in a

Adams, "Sand Dunes, White Sands National large-forma view camera This allowed him to captue the scere with rich tex-
XAOTXL“E”% N[-'LAY";\C- 19t42' i:louréesy UfT”rJ]S‘feSfth ture, meticulows detail and an infinite tond range from light to dark Above
NSEl AdOMS TTust, NY. A master of lanascape photograpny, . . . .

Adams was legendary for histechnical skil, as Seen in this all, the quallty of light mfu_sg;.Adar.nsS scens W|th drar_nq Shads vary f_rom
balanced, controlled picture composed with precise clarity. clea white to inky black dividing his photograph into distind zones Trained

as a pianist Adams brouglt the sane technicd contrd to photograply and
achievel virtuoso prints tha shire with clarity. A photograph he believed is
"an instrumen of love ard revelation’

STREET PHOTOGRAPHY. In the '60s with the rise of Pop art and Venturi's
stres on vernacula architecture a new style of photograply aro® called
"snapsho aesthetic. Professiona deliberatey framed casual unposel
photos resemblig amateuw efforts in orde to banid traces of artifice. In
this head-m approach "stred¢ photographerslike Diane Arbus, Robet
Frank Bruce Davidson Garry Winogrand Lee Friedlandey and Jod
Meyerowiz documentd the "socid landscap® of cities

Arbus, known for her images of "freaks"—transvestites
hermaphroditesgiants and dwarfs—broughthe mog harrowirg eye to
this :ask Yet she approachd thee margind peopk without prejudgirg
them What seens mog bizarre in her work are the shos of "normal'
people fixed in unrehearse poses tha transfom them into grotesques
In one picture of a mothe and child, the mothers fingers seen to be
2_-n11-.1:relife ou of he son who drook a river of spittle and glares a
 ~ iti~e:ralnal972retrospectieatthe Museun of Modem Art,
Arbus"s images made her subjecs look so ugly that viewers spit on the
pictures

Levitt, "New York (Broken Mirror)," 1942, Lourence Miller Gallery, NY.

Helen Levitt's straightforward style shows both die complexity and humanity of
the best "streetphotography.”
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UELSMANN: FANTASYLAND . An Amer-
ican photographewho exploits the
bizarre in a totally different vein
than ArbusisJery N. Uelsmam (b.
1934) Uelsmam sandwichs haf a
dozen or more negatives superim
posel on one anothe into one
print. He combines the® images
seamlesgl to make a totally unred
scere out of red objects "The mind
knows more than the eye and cam
era can see; he has said Early in
his career Uelsmam portraya
women as fertility figures with their
nude bodies growing out of grass
embeddd in rocks or floating over
the ocean His work succeed beg
when he transmutes ordinary
objecs into uncanny startling sym
bols to bring out what he calls "an
innermos world of mystery enigma
and insight!

Uelsmann, “Navigation without Numbers,” 1971, Courtesy of
the artist. Uelsmann layers different negatives to produce a photomon-
tage that restores magic to photography.

Boldessari, "The Story of
One Who Set Out to Study
Fear," 1982, Sonnabend Collec-
tion, NY.

Conceptual artist John Boldessari is
considered a pioneer of Post-Mod-
ernism. This narrative photo
sequence shows the Contemporary
tendency to combine images with
text.
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Also known as Hyper-Realism
Photo-Realim thrived in the United
States from the mid-'60s to mid-
'70s Influenced by Pop art, it
reproduce photograpk in painting
with sud fidelity one critic called it
"Leica-ism: To achiewe near-exat
likenesses artists projectal photo
slides on canva and used commer
cid art tools like the airbrush Their
painted reproductios of reality are
so detailed the work rivals fif-
teenth-centuy maste Jan van
Eyck's Despit this surfae factuat
ness however Photo-Realis differ
from their predecessorsPost-Mod
ern realiam adops the flattend
effed of a camen image and treas
object as elemens in an abstrat
composition

HANSON:
PHOTO-REAL SCULPTURE

If you ask a museum guard a question and he doesn't
respond, don't be upset. It could be the "guard" is a
Duane Hanson statue. Hanson's life-size works, dressed
in real clothes, are so lifelike they make wax museum
replicas seem abstract.

From plaster casts of real peaple, Hanson con-
structs tinted fiberglass models, which he outfits with
wigs, glasses, and jewelry so they're nearly indistin-
guishable from the real thing. His "Tourists" (1970)
portrays an elderly man in plaid bermuda shorts and
flowered shirt, festooned with camera, tripod, and film
cannisters. His wife sports o tacky scarf, gold sandals,
ond tight polyester pants. On the street, viewers would
ignore such tourists, but they stare with fascination at

this fomilior species in o gallery.

Most Photo-Realis specializ
in one subject Richad Estes does
highly reflective city windows
Audrey Fladk paints symbolic still
lifes, Malcolm Morley portrayal
traveles on cruise ships during his
Photo-Realis phase and Chud
Close pains large-sca mug shots

ESTES: WINDOWS ON THE WORLD.
Richard Estes(b 1936 goes the
camen one better His sharp-focis
stred scens hawe even more deph
of field and preci® long-distane
detal than a camea could eve cap
ture. Estes projects aphoto on a
canva and paints over it in aproce
dure similar to tha othe maste of
realism Vermeer with his camen
obscura But where Vermeers sub
ject was light, Estes specializs in
reflections His luminous plateglas
windows contah alabyrinth of lay-
erad images The paintings portray a
clear, glosy world but, at the same
time, a world of distortions and
ambiguity.

Another Photo-Realis who
paints reflectiors in shg windows is
Don Eddy (b. 1944) Eddy air-
brushel gaud/ desigrs on surfboard
and hotrod cars as a California
teenagerthen worked as a photogra
pher. His technicolg painting fuse
the two skills, highlighting precise
detaik with hyperclarity

FLACK: POST-MODERN STILL LIFES.
Audrey Fladk (b. 1931 als borrows
a trick from Dutch Renaissane
artists the "vanitas painting or still
life with objecs symbolizing the
brevity of life. Yet Flacks paintings
ded with twentieth-centuy issue
like feminism Ead objed is an alle-
gory for womens role in the moden
world — like the queen ches piece
in "Queen — versatile powerful,
but ultimately subordinate
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Close, "Fanny/Fingerpainting,” 1985, Pace Gallery,
NY. Working from photos, Close builds remarkable likeness-
es from a variety of tiny marks.

CLOSE: CLOSE-UP. Sinee 1967 Chudk
Close (b. 1940 has paintal gigantc
passpot photcs of his friends faces
With dazzling technique he pro-
duces detaila portraits tha — sea
from a distane — look uncanniy
like giant blown-up photographs
Yet up close the viewer become
awate of the proces of representig
the image for Close often paints
with unorthodx means sud as
building an image out of his own
inked fingerprints This gives an
impressia of fluctuation Like Seu
rat's pointillist technique the mary
smal dots forming the image flicker
bad and forth in the spectator
mind. One moment it's a spitting
image of a person the next it's an
animatel patten of spots
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NEQ-EXPRESSIONISM

The Minimalists in 1975 wrote obituaries for painting
insisting the future belongel to video, performane art,
and ConceptubArt — things like bal bearing scatterd
on the floor. Well, like Mark Twain's death the Demise of
Painting was greatly exaggeratedin the eighties painting
was badk with a bang And not zero-contentno-cola
painting but painting that bashe you over the hed like
heawy metd music

The new movemen was born in Germary and
reachel a climax of internation& esteen in the 1980s It
was termal Neo-Expressioni® becaus it revived the
angula distortiors and strorg emotion& conten of Ger
man Expressionism Neo-Expressionim brough bad
sud banishe features as recognizabd content historicd
reference subjectivity and socid comment It resurrectd
imagery the easé painting carved or cag sculpture and
the violent, personalizd brushstroke Bricks on the floor
or shelves on awall werent going to cut it any more
Where art of the '70s was cod as ice, art of the '80s was
hot, hot, hot. The leades were Germars like Anseim
Kiefer, Gerhad Richter, Sigma Polke, and Geomg
Baseliz and Italians like Franceso Clemente Sandp
Chia (pronounce KEY ah), and Enzo Cucchi Neo-
Expressionism marked the rebirth of Europe as an art
force to be reckonel with.

BEUYS:
GURU OF NEO-EXPRESSIONISM

The father-figure of Neo-Expressionism was Joseph Beuys (1921-86). As a teacher and

artist, Beuys taught a generation of young German artists to reexamine their history without illusion. BeulfGiveskearmagitaionaiil o@imd@aindy. Aaneraan el ikl Trdshanaity auts et iéSeryone we

Part of Beuys's heroic status derived from his war experience. As a Luftwaffe pilot he crashed in the Crimea (the hot he always wore hid scors). Tartar nomods cared for him, wrapping him in felt ond fat to

Kiefer, "To the Unknown Painter," 1983, Camegie Museum of Ar, Pittsburgh. Kiefer
uses thick, dark paint to represeat charred earth, evokiag the horror of the Hoiocaust.

KIEFER: SCORCHED EARTH. Called by arnt critic Robet
Hughes "the beg painte of his generatio on eithe side
of the Atlantic,” Ansein Kiefer (b. 1945 becane an '80s
sta due to the new tase for narrative art The subje¢ he
deak with provokes a strorg responseGerman and Jew
ish histoty from ancien times throuch the Holocaust
Kiefer represerd his centrd motif — charral earbh —
through thick, daik paint mixed with sard and straw

As ayoung artig doing Conceptuawork, he took pho-
tos of himsef in Naz regala giving the Sieg Heil salute
"l do not identify with Nero or Hitler,” he explained
"but | hawe to re-enat what they did just a little bit in
order to understad the madness.

The mears Kiefer choose to portray fascisn are
unorthodox Besides sard and straw his paintings are
collages of acrylic paint, tar, epoxy, coppe wire, melted
and hardend lead and ceramc shards



Clemente, "Francesco Clemente Pinxit," 1981,
Virginia Museum of Fine Arts, Richmond. Clemente distorts
the body to express irrational fears and fantasies.
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CLEMENTE: BODY LANGUAGE. Anothe Europea who employs the
Expressionis mode successfull is Franceso Clemene (b. 1952)
In various meda (watercolor paste] frescq ard oil), Clemene por-
trays nightmarish hallucinatoy states of mind through images of
fragmentay body parts "I'm intereste in the body as a conducto
between what we showv on the outside and what we fed within,"
Clemente said

Clementes portraits uncove more than the nakedl human
body. They sugges repressd urges and fantasie tha both repd
and fascinate His faces are typically distorted with psycht strain a
la Munch, and rendere in unnaturd color. In one painting a pair
of feet exudes a brown substane resemblig blood, feces and
mud.

BASELITZ: THE WORLD TURNED UPSIDE DOWN. Painte sculpto Geog
Baseliz (b. 1938 led, with Beuys the revivd of Germax Expres
sionism A controversié artist sinee 198 he has portrayel figures
upsice down to show his disdan for convention

Like Kiefer, Baseliz deak with World War Il and its after
math In the '60s he painted despondenpilots and pink, gan
grenots feet As a child Baseliz witnessé the firebombirg of Dres
den in 1945 which inspired a maja work, "45." The piea consiss
of twenty large paintings of womens faces (upsice down) on wood
The faces are purposey distorted looking like terrified Ragged
Ann dolls with therr pink skin ard red hair. Transcendig the comic
effed is Baselitzs violently scarrel wood With chisel chainsaw
and wood plare he attackel the images making them look unde
fire. Violent vortexes of slashe and gouges spin out from the faces
as if victims of strafing

BASQUIAT: THE WILD CHILD. Jean-Miché Basquia (pronouncd BAHS kee aht
1960-89 died at age 28 of a drug overdose The enfart terrible of '80s art, he
lived, painted ard died hard

A high schod dropou and self-taugh painter Basquia first mace his
mark arourd 198 in downtown New York scrawlirg graffiti slogars on walls.
As patrt of atwo-man team known as SAMO (for "sanme old shit"), he left
anonymos socid observatios like: "riding arourd in Daddys convertibke
with trug fund money and "SAMO as an antidoe to nouveau-waue bull-
shit" In 198l Basquiat of mixed Haitian and Puerb Rican descentturned to
painting and was instanty taken up by the art world. His intense frenetc can
vases crammaeal with graffiti lettering and cartooni$ figures mace him a Neo-
Expressionit superstar

Basquiats street-smarwork conveys the fierce enery and jazzy spon
taneity of rap music He collaborate with his friend and mentor Andy
Warhol, for a few yeas before Warhols deah in 1987 Basquiat with his fast
track personaliy and self-destructie life-style, had the fifteen minutes of fame
Warhd predicted He was both alegerd and a casualy of the superheate
'80s art scene
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THE NEW BREED: POST-MODERN ART

Art in the '90s is as divers as the
post-Coltl War world. With natiors
changirg their stripes as rapidly as a
chameleo on plaid, art too isin a
stake of flux. Yet certan attitudes
recur with enoudh frequeng to
note as significant For example art
in the '90s is nothing if nat political.
Text-heay installatiors exhott
viewers to conside issues like the
AIDS epidemic environmenth
problems homelessnessracism
sex and violence The materias ard
formats of art are as varied as the
subjects with alternative art forms
like performane art and hybrid
genres like photo-derive art, multi-
plying. Post-Modernist may declae
that Modernisms rejectian of reality
is obsolete but the proces of re-
inventing art continues unabated

APPROPRIATION ART: THE ART OF
RECYCLING. A key Modernig con
cept undermine by '80s art was the
idea of the art objed as a hand
made original. This magnun opus
was supposéd to be a culminating

statementthe produd of an artists
gradud progress Forgéd progress
said the Post-Modernistsfor whom
"new" did not automaticaly equae
with "improved! The future of art
lay in the pag more than in the indi-
vidud imagination

Artists began to appropriaé
images from diverse sourcesas Pop
artists had done but drew on art
history and mythology as well as the
mass media They combinea pre-
existing images with their own (as in
the work of Julian Schnabé and
David Sall§ or presentd the appre
priated images as their own (Louise
Lawler's montage of famouws art
works, Mike Bidlo's obvious forg-
eries of masterpiecesand Sherre
Levine's photograpls of Edwad
Westm photographs)Jef Koons
recas kitsch images like an inflat-
able bunry in stainles steel By
retreadirg familiar ground Appro-
priation Artists sough to anne
both the powe of the origind image
and reved its manipulatiwe force as
propaganda

Schnabel, "Hope," 1982, Whitney, NY. Schnabel lay-
ers different images and objects, showing how Appropriation
Art recycles pre-existing elements into new statements.

PHOTOGRAPHY-DERIVED ART: RERUNS.
A form of Appropriation Art uses
photographé images in unexpectd
combinatiors to re-interpre histoly
and commen on socio-politicd
issues Relying on mechanichrepro
duction rathe than handmae
imagery, this new hybrid art form
fragments layers and juxtapose
photographd images (as in the
torn, yellowed photo-assemblageof
Doug armd Mike Starn known as the
Stamn Twing) to chang their contex
and meaning

KRUGER: BILLBOARD BARRAGE. New
Jersey-bom Barbam Kruger
(b. 1945 splices croppea photo
graphic images with text in an
impassioned punchy feminig art
Kruger's aggressie polemics use a
mock-advertisiig graphc style of
blown-up images with confronta
tional message that assaul the
viewer. "l want to spe& and hea
impertinernt questiors and rude
comments), Kruger said "l war to
be on the side of surprie and
againg the certainties of pictures
and property"



Sherman, "Untitled #228," 1990,

Metro Pictures, NY. Sherman pho-
tographs herself as characters based on
Old Master portraits.

LONGO: THE CITY AS CINEMA.
American artis Robet Longo
(b. 1953 calls himsef "the anti
Christ of medig coming badk at
‘he culture that createl me! A
leading image-appropriatqrhe
transforns commercia and cine
matic images into high-impact
billboard-sizel paintings that
projed the menae and violenae
of the city at night. Longo's
huge powerful, mixed-meda
works seetle with intensity,
using high-contrast mass-med
style to manipulat audiene
regrr.se "l wan the viewe to
look at somethimg that is both
beautifd and horrifying,” Longo
sad *I am looking for a positive
:ir;e :r. negatie imagery'
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SHERMAN: COSTUME MELODRAMAS .
American artig Cindy Sherma (b.
1954 specializes in fabricatel self
portraits in which she dresss up
like Hollywood or Old Mastea
stereotyps and photograplk her
self. In the 1970 she "starred in
imaginaly black-and-whie movie
stills basa& on '50s film noir cliches
The shan images of terrified, wide-
eyd ingenue often implied sex and
violence as well as the limitations of
traditiond femalk roles — always
the victim, neve the victor.

Her '80s work shifted to large
scak color prints in which she mas
querade as both male and femak
charactes derived from art master
pieces Yet, thouch she closely
resemble a Holbein monk, Frago
nard courtesanor van Eydk matron
the re-creatios were deliberatey
artificial, emphasizig obvious bits
of fakery like false noses wigs, or
latex bosom Although the shanm
self-portrais seen like narcissistt
role-playing they are "pictures of
emotiors personified, Sherma
insisted "not of me." Her stata
goal "I'm trying to make othe peo
ple recogniz somethimg of them
selves rathe than me”

Longo, "Cindy," 1984, Whitney, NY. Longo draws
on cinematic and commercial imagery to project a
sense of menacing uthon life.
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NARRATIVE ART: STORY TIME. At in
the '80s saw the rebirth of the paint
ing as an accessil@ form of story
telling. Mark Tanseys monochrone
canvasse portrayel an imaginay
versim of history, sud as the occu
pation of SoHo by German troops
(a sly dig at the takeove of art by
German Neo-Expressionists)Faith
Ringgold combines text and
imager in her patchwok quilts
recountirg the life of bladk women
Sue Coes feminig paintings meme
rialize evens like "Woman Walks
into Bar — Is Rapeal by 4 Men on
the Pod Table — While 20 Men
Watch! Leon Golubs overtly polit-
ical paintings proteg war and the
abue of power For Golub, art is
not comfortabé or pleasurald but
unsettling "The work shoull hawe
an edge" Others who use recogniz
able imagew to convey autobio
graphica concers are David Hock-
ney (with his California pools
palms and photomontages)Jen
nifer Bartlet (who explores multi-
ple faces of a scere in serid
images) Susa Rothenbeg (in her

feathey paintings of dancers) and
Elizabeh Murray (who fragmens
domestc objecs into mysterious
detonatd puzzles)

FISCHL: SUBURBAN PSYCHODRAMA.
New York painte Eric Fisch (b.
1948 burg into notoriety with
"Sleepwalke't in 1979 apainting in
which a surly teenag@ boy mastur
bated in a backyad wading pool.
Critics hailed his disturbirng images
as expose of the failure of the
American dream LikeJom Cheeve
short stories on the surfae his
paintings portrayal ordinay subur
banites but their subtesxt reekal
loneliness desperationand dread
Sexualy loaded Fischls images of
middle-clas life havw "What's
wrong with this picture? under
tones The stories alluded to on can
vas require viewer participatian to
resohe their ambiguities

After envisionirg Levittown as
Gomorrah FiscH turned to exotic
locales settirg his lushly painted
scens in the Caribbean Moroccq
India, and the Riviera Despit the
mock-traveloge gloss the sane
dange and enigma lurk. "The new
paintings are abou me in the world,;
the other was abou the world in
me," FiscH said "They're equally
terrifying."

"A Visit To/A Visit From/The
Island;" for instance contrass indo-
lent, affluent tourists baskimg in
ignorane of the violent world that
threaters the black working class
What links the two halves of the
diptych is the stom cloud gatherirg
over the frolicking white vacation
ers astom tha brings deah to the
vulnerabk natives In Fischls
words "l try to creak the effed of
somethimg unsaid’

Fischl, " A Visit To/A Visit From/The Island,” 1983, Whitney, NY. Fischl's narrative paintings—psychologically
tense and emotionally complex — require viewer participation to decipher their meaning.



GRAFFITI ART. Basal on the Italian
word for "scratch) graffiti are
scribbled words or doodles on
walls. Even found in ancien Egyp
tian tombs graffiti first appeard in
the artist’s studio with American
painte Cy Twombly, Frenchma
Jean Dubuffet, and the Spaniad
Antoni Tapies Red graffiti art is an
art of the streets Armed with felt-
tip markes and aerosb spray cans
in the 197G and '80s hundred of
graffiti "bomber§ mace their mark
on the urban scene often coverirg
entire subwa/ cars in New York
with cartoon-derivd words and
images

POLITICAL ART. In at of the '80s amd
'90s words are often as importan
as images and tirades of text con
front gallery-goers Much purely
visud art has an overtly feminist
slant as in Mary Kelly's work. Judy
Chicagos "The Dinner Party'
(1979 installation includes a
"table’ and plae setting represent
ing gred women of history. Perfor
mane artiss like Laurie Anderson
Karen Finley, and Eric Bogosia
also spe& out againg sexism
racism and economc injustice in
mixed-media theatricd mono
logues In her performane piece
"The Bladk Sheep; Finley shriekel
her outrage agains the white, male
power structure Strippel to her
underpans and smeare with
chocolat simulating excrement
Finley usal her body as a symbd of
women$ degradation

POST-MODERN SCULPTURE. OQil on
canva may hawe made a comebak
in painting but the only thing cer
tain abou Contemporay sculptue
is that the figure on a pedesthis
long gone — probabl for good
Severa trends are evident however
sud as the use of awide range of
materials from dolls to furniture to
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GRAFFITI GRAPHICS. The first professionally-trained arhst to use the graffiti style was New Yorker Keith Hating

(1958-90). Although he was ftequently arrested for defacing public property, commuters soon began to appreciate Haring'strademark images ¢

industrid products Mario Merz,
leade of Italy's Arte Pover (pro-
nounce AR tay po VAIR uh, which
mears "poor art") movement uses
rubber, newspapersbales of hay,
and nea tubing in his igloo-shapd
works.

Reflectirg the era$ infatuatian
with spea and technology other
sculptois use machire parts to
incorporak movemein into their
work. Mark di Suverq a former
crare operator welds steé girders
into abstra¢ kinetic forms that
gyrat like lumberirg mastodons

Both the American Jom
Chamberlan and Frend sculpta
Cesa found gold in au junkyards
They twisted demolition derby
debris like warped fendes and
squashd cars into macabe metd
forms, as arrestimg as a roadsice
pileup.

Installatiors are in vogue
rangirg from Chilean artig Alfredo
Jaars (b. 1956 pleas for justice in
the Third World to American Judy
Pfaff's fantay environmens like

colorful underwate gardens

Semiabstrat sculptue that
refers to recognizabd objecs is alive
in the hand of black American
Martin Puryea (b. 1941 ard Amer-
ican Nang/ Graves (b. 1940)
Gravess painted cag bronz pieces
are playful explosiors of oddly
grafted forms like lavende and
orang palmetb leaves pinwheelirg
into the air. Puryea is known for his
virtuoso handlirg of wood

Figurative art is eerily evoca
tive in the work of American Kiki
Smith (b. 1954) who base her
sculptue on the human body, "our
primary vehicle; she said "for
experiencimg our lives." Som after
the deah of her father, Abstrad
Expressionis artist Tony Smith,
Kiki producel a piece both disturb
ing and consoling an algae-coateé
wax hard floating in a masa jar of
dark green water. A certified Emer
geng/ Medicd Technician Smith
presens the body as a frail clinical
specima& and at the same time, a
resiliernt spiritud vessel
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WHAT'S HAPPENING NOW. Art in the '90s like life in the
'90s reflecs the unsettle twilight of the twentieth-centu
ry. It offers questiors more than answers challengs more
than certainty As Contemporay painte Mark Tansg put
it, "A painted picture is avehicle You can sit in your
driveway and take it apat or you can get in it and go
somewheré. Art so far in the '90s ranges from figurative
to abstract funky to "serious; handmae to mechanicail
produced Some of the Up-and-Comes on the scere
today, ard the style tha put them on the map are

ROBERT ARNESON — California artig who founded Furk Art
with intentionaly vulga ceramc buss

ASHLEY BICKERTON (b. 1959 — known for abstra¢ wall
sculptures thickly encrustd with pairt

ROSS BLECKNER (b. 1949 — paints large-sca abstractios
with subtk variatiors in color and patten

CHRISTIAN BOLTANSKI — Frend Conceptub artisg specializirg
in installatiors

JONATHAN BOROFSKY (b. 1942 — creates large mixed-meda
installatiors of painting sculpture text, video, and found
objecs

SOPHIE CALLE — Frend artig known for narrative photo
sequence

JIM DINE — pains Pop images like tools robes hears

ROBERTGOBER (b. 1954 — explores flesh and the body in
sculptures mace of wax ard human hair

GROUP MATERIAL AND GRAN FURY (includes David
Wojnarowicz 1954-92 — two activig artists collectives
dealirg with issues relating to AIDS

GUERRILLA GIRLS — left-wing artists collective tha produce
postes protestirg censorship sexisn (example Mona
Lisa with fig leda coverirg mouth

REBECCA HORN — combines moving mechanichparts in fem
inist installatiors

JORG IMMENDORFF — Germa Neo-Expressionisobsesse
with socio-politicd issue

ALEX KATZ — radically stylizes imagey in clean figurative
paintings

MIKE KELLEY (b. 1959 — signatue work: bedraggld stuffed
animak and dolls

BRUCE NAUMAN (b. 1941 — Conceptubartis known for
wax-cas$ head and video installatiors

NAM JUNE PAIK — "father" of video art

ANTOINE PREDOCK (b. 1937 — quirky New Mexico archited
who revere landscap ard site

TIMROLLINS (b. 1955 and K.O.S. (Kids of Surviva) — col-
laboration betwea artis and Souh Bronx teenages who
paint on page of books

RICHARD PRINCE (b. 1949 — Appropriation artist who
inventad "re-photography’, or making photograph of
photographsal does silk scre@ paintings of cartoors

LUCAS SAMARAS (b. 1939 — creats surred images by alter
ing photographk

NANCY SPERO (b. 1926 — feminig artis who layers visud
images ard written langua@

DOUG AND MIKE STARN (the Stan Twins, b. 1961 — manipu
late, deface recombire photograpb

PATSTER (b. 1940 — known for abstrat streans of paint
inspired by waterfalks

PHILIP TAAFFE (b. 1955 — does abstrat paintings composed
of Byzantire patterrs

CARRIE MAE WEEMS (b. 1953 — combines oddly lit, blurred
black-and-whi¢ photcs with text (example "I sided with
men so long | forgot women had a side.")

TERRY WINTERS (b. 1949 — paints organt forms in eartty
colors
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