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Art from 1900-1919:  
Political, economic or social factors 
20thC revolt against naturalism. Africa in focus (colonial scandal,1904). German architects creative autonomy led to 
anarchy. Futurist ideas spread throughout West, aim to obliterate past society, cut short by WWI. Cézanne died. 
Changes to status/training of artists: Paris artistic capital for Avant-garde art. Exhibitions Paris/Russia, raised 
profiles. Matisse/Picasso's chief patrons wealthy Russians with public collections so Russian artists up to date.  
Development of materials & processes: Boccioni/Picasso's radical innovations (Futurist sculpture Manifesto/collage/ 
non-traditional materials/open form sculpture) underpin further developments in all cultural areas eg Les Demoiselles 
d’Avignon,1907. Expressionists used woodblock. 

Styles & movements: Impressionism ends w Monet’s almost abstract Water Lilies,1907. Dilemma of form over 
inner truth. Period characterised by search for new ways of looking. Naivety: Henri Rousseau, enormous/imagined 
jungle landscapes. Les Fauves lead by Matisse. Harmony in Red,1908 sums up style. Devoid of social comment/ 
strident arbitrary flat areas of colour express artists personal emotional reaction to subject/not descr representation. 
Derain/Vlaminck. Rouault left early, Expressionist religious anguish. German Expressionism conveyed oppressive 
prewar apprehension. Spiritual/nationalist/anti-french bias/spontaneous/sincere. Lead by Kirchner (Brucke Manifesto). 
Pioneered by Kollwitz (independent, realist). Nolde painted religious feelings. Expressionist architecture roots in 
Gothic/Art Nouveau/anti-classical simplifying combination/expressive of function. Blaue Reiter (blue rider), 1911/ 
1916,Munich, abstract/non-objective works eg Composition VII,1913 by leader Kandinsky, expressed thru colour/ 
form to strengthen emotional/spiritual/imaginative impact. Warm/ spontaneous/organic. Animal obsessed F Marc, 
died WWI. Cubism invented by Braque/Picasso,1908. Cubist label applied to derivative artists 1911, including 
Gleizes/Metzinger. Brought to US 1913. Never intended as non-representational. Figuration vs abstraction. No single 
viewpoint. Surface broken into facets lit arbitrarily, space eliminated. Picture conceived as independent construction, 
picture-object. Analytical Cubism,1910-12, less sculptural/controlled/narrow range of close-value earthy colours. 
Less spatial/more vol/sculptural. Braque semi abstract natural forms of tilting overlapping planes in shallow space 
protrudes to viewer. Towards intellectual abstraction. Synthetic Cubism, mirror image of Analytical, working back to 
representation, dev alongside collage, object depicted w forms not derived from it, decorative/disunity. Eg Picasso’s 
harlequin, 1915. Orphic Cubism: Delaunay/Delaunay-Terk/Leger/M Duchamp/Picabia, prismatic colour (unlike 
Picasso/Braque), contrasts & Cubist planar structure. Inspired by sunlight. Vibrant/dynamic. Leger’s style diff alt to 
cubism. Contrasts of both line/form, instead of light, subject dynamic/discordant/urban/modern life. Futurism, short 
lived, high impact movement. Ideas by Marinetti/Boccioni, to represent total experience. Cubist broken forms, 
emphasising intuition/action & simultaneity rejecting static comps, pictures sections of continuous wholes. Subjects 
moving thru/gone. Some abstract eg Balla. Boccioni more naturalistic. Movements aims realised in Unique Forms of 
Continuity in Space,1913. Abstract/non-objective art implicated by Cubism. Diff from Kandinsky. Incorporated 
maths/ideal harmony between humans/environment. Russian abstract movement lead by Larionov/  Goncharova, 
1912/3 called Rayonism, works like rays of lights. Constructivist movement formed by Malevich during Revolution. 
Interested as Kandinsky in theosophical spec. Cubo-Futuristic/abstract, ended 1922. Progression of math shapes/ 
simple colours.Notable painter Popova. Dutch De Stijl (the style) abstract group,1917 led by Mondrian/van Doesburg 
/Oud, develop abstraction. Cubist ochre/grey colours/more spiritual form of art/close textured/ dynamic compositions/ 
high minded ideals of absolute purity, harmony/sobriety. Subjects based on nature. American architecture grew 
prominent when Lloyd Wright extended Sullivan's form follows function, applied to organic architecture suggestive of 
Cubism. Buildings in harmony w env. Germany, Meyer/ Gropius preempted postwar International Style.  

Inside & outside influences: Freud's theories transformed attitudes/values. Primitivism (naïve/folk art/children), esp 
African/Oceanic art influence many Fauve/Expressionists/Cubists. Cezanne retrospective influenced all 1906. Picasso 
influenced by African/Matisse/Cezanne/ Iberian sculpture/el Greco/symbolism/reject refinement. Art Nouveau/ 
classical pastoral tradition influenced Matisse's The joy of life 1906, Kandinsky/Munter. Rouault inspired by religion/ 
van Gogh. German Exp’s by Nietzsche/Munch. Abstract art originates in theories of Romantics/music/colour. 
Kandinsky by occult/ theosophical thought forms/Steiner lectures. Marc by Futurist/Orphic art. Cubism influenced 
abstract movements Orphism/De Stijl/Constructivism etc. Futurism by fast paced modern life/technology/Cubists/ 
Expressionists/photographic studies of movement. It influenced all subsequent artistic movements (incl. synthetic 
Cubism/ Duchamp(s)). Also, sculptor Bruncusi (influences of primitive art were completely at odds) eg The prodigal 
son, 1915 (Futurist hated handmade/ organic quality) & Bird in Space,1928 (eloquently embodies futurism). 
Rayonists inspired Constructivists. De Stijl by Calvinism. Malevich’s ideas influence Tatlin/Lissitzky/ Rodchenko.  

Critics, thinkers & historians: Philosopher Bergson, Creative Evolution,1907, Croce parallels between artistic 
innovs/ philosophy. Freud's interpretation of dreams,1900. Writer Gide What are needed now are barbarians. Critic/ 
Poet Apollinaire wrote about Rousseau/Cubism. Art hist Faure described Fauves as young primitives. Matisse’s 
Notes of a Painter,1908, widely read, translated into Russian/German. Polemical Catholic writers, Bloy/Peguy/ 
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Maritain friends/admirers of Rouault. Influential Philosopher Nietzsche inspired gen of writers/artists with prewar 
foreboding eg Kafka. Term Expressionist 1911, wrt Matisse/Van Gogh at 1st, by writer Worringer, published Form 
in Gothic/Abstraction & Empathy 1908. Fry wrote about Kandinsky 1913. Pioneer Gestalt psychologists: shape/size/ 
colour/spatial orientation etc produce certain perception, meanings inherent in forms/colours despite context. 
Kandinsky’s book concerning the spiritual in art. Occult/theosophical theorist Steiner: artistic experiences best 
stimulants for understanding spiritual. Gleizes/Metzinger book, Du Cubisme. Braque, Aphorisms on art pub 1917, 
emphasised autonomy of cubism. Picasso’s only rec talk on Cubism 1923 w critic de Zayas, sceptical of 
intellectualising it. Marinetti launched Futurism ideology,1908, manifesto pub Paris 1909. Taken up by Boccioni, 
further manifestos, on painting (1910)/sculpture(1912). Loos, Ornament & Crime,1908 gospel of modern architecture.  
 

Between the Wars:  
Political, economic or social factors 
Russian Rev,1917. Many fled to Switzerland/US. Avant-garde flourished in Russia, supported by officials Trotsky/ 
Lunacharsky. Constructivism short lived w Lenin’s New Economic Policy,1921, artists left, by 1932 groups ban. 
WWI ended period of progress/prosperity, cut short creative genius of 19/20thC. Artists less adventurous. Paris still 
centre of arts, not other fields. Germany, art help new social conditions, The Bauhaus (start 1919 by Gropius) centre in 
Europe. Dada/Surrealist mocking current culture had political implications for new artistic/intellectual/social order eg 
20s Ernst entrance to exhib thru toilet. Braque/Matisse celebrate bourgeois. Rivera key artist in hot topic indigenous vs 
international styles between fascists/communists, Europe/US. He/Freda joined Mexican nat party after civil war. Gov 
wanted public art. Commissions from US capitalists eg Rockefella. USSR established 1923. Rivera spread communist 
ideals in US during Great Depression (caused by Wall St Crash 1929), Rockefella work rejected over Lenin portrait. 
Trotsky/Breton stayed with Rivera, collaborating 1938 anti-Stalinist manifesto. Spanish civil War, 1936. Picasso re 
Nazi bombing of Guernica in ‘37, modern work understood by all. WWII,1939, Surrealists to NY, continued exhibit/ 
sowing seeds of postwar US art, notably AE. Dadaist Heartfield expressed chaos of capitalist society/Nazi's with 
photomontage 1933. Photomontage/falsified reality used by Nazi propaganda. Photos of Depression poverty turned 
into art. US FSA documented evicted sharecroppers justifying gov spending, photogs Evans/Lange/Stryker.  

Changes to status/training of artists: Huge murals (1600m2) establish Rivera's rep,1923-8. Surrealism gave women 
prominence, Oppenheim/Kahlo discovered. Roles still defined in male Freudian terms. Kahlo SPs (exploration of own 
body/cultural/sexual ID)/rejected surrealist label/retained independence of vision/identity. Subordinated by marriage 
to Rivera. During war photogs joined pictorial avant-garde. Stieglitz founded Photographic Secession,1902, NY, 
introducing artistic ideas from Europe. Exhibited artists eg Picasso/Duchamp/O’Keeffe (married 1924). Bauhaus 
influential teaching institution. 
Development of materials & processes: Duchamp's ready-mades, everyday commercial objects ‘selected’ as art, eg 
Fountain,1917. Surrealist automatism experiments to free subconscious eg pasting fallen torn paper by Dadaists Arp/ 
Taeuber-Arp, papiers colles. Ernst developed visual equiv: frottage, surface rubbings. Magritte banal poster design to 
challenge assumptions about art. Dada/Surrealists combined junk/scrap metal to make sculpture. Iron introduced to 
studio caused 2nd sculptural rev, Picasso's open form works, welded around empty space, collaboration w Gonzalez. 
Picasso’s recognisable, Gonzalez completely reworked into constant state of flux. Extended by Calder, w mobiles/ 
stabiles & Smith space forms. Sheeler sharp-focus in photos. Technical dev of sharpness/instantaneous vision out of 
phase w other arts. Vortographs (kaleidoscope device) invented by Court,1917. Man Ray invented photograms unique 
camera-less photos. Pub in Les Champs delicieuses,1922. Hoch/Heartfield extended collages into Photomontage. Sam 
introduced cantilever principle 1924. Breuer, evolved 1st chromium plated chairs. Van de Rohe chairs statement of rev 
Bauhaus design. Brancusi handmade sculptures to look machine made, constant refining work. Moore tactile/variety 
of materials, suggesting both form/subjects. Over reliance on size for impact. 

Styles & movements: Relaxed tension reflected in postwar Braque/Matisse/Picasso, colour/texture/handling/subjects 
refined by bourgeois comfort. Picasso multiple styles at once. Matisse serene. ‘Nabis’ (prophets) Symbolist painters, 
20/30s, Bonnard/Vuillard/Serusier, painted French provincial domesticity. Extn of impressionist style w soft natural 
colours. Dada,1916, state of mind/movement. Anarchic, nihilistic & disruptive, they mocked traditional values/good 
taste/anything taken seriously/’art’. Mostly writers/poets. Cult of non-art negated itself. Anarchist M Duchamp caused 
scandal w Nude Descending a staircase,1912, ready-mades represent total rejection of artistic canon. He/Picabia 
formed NY wartime grp. Picabia’s simplified drawings of mechanical forms paralleled his insoluble enigma Large 
Glass,1915-23. Surrealism continued provocative gestures eg visitors handed an axe to destroy exhibits. Lead by 
Breton w aim of exploring Freud's ideas of subconscious, mixing dreams/reality to create surreality. de Chirico 
supreme surrealist painter, desolate Italian piazzas. 1925, 1st surrealist exhibition, all except Dali/Magritte (joined 
later). Ernst recorded dreams, trompe l’oeil fixing. Dali The Persistence of Memory,1931. Time stops in dreams/ 
Freud's unconscious, watches limp. Aimed for constant state of confusion, cynical self-promo so Breton kick him out. 
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Magritte used ambiguous titles, reality challenges in works w/o meaning. Miro went from style to style (Fauvism/ 
Cubism/Dada/Surrealism), semi-abstract childlike innocence, psychic automatism, darker biomorphic forms in later 
works. Open form sculpture Picasso/Gonzalez lead to Calder’s abstract kinetic sculpture eg lobster trap and fishtail, 
1939 & Smith's iron/steel drawings in space. Style of Hopper/Sheeler hard to place, Realist but refused classification/ 
association w Realist American groups eg American Scene Painters/Regionalist painters (Benton/Wood/Curry, 
conservative Midwestern agricultural values whilst Hopper depicted lonely urban New York during Depression). 
Sheeler also city loving, photog/painter/filmmaker, sharp focus/daring perspectives/architectural subjects turned into 
Precisionism style, strict geometry/technology mirroring modern US. Unpopulated manmade landscapes. Mexican 
Muralists, Rivera/Orozco/Siqueiros, leaders of Mexican art. Rivera’s style v political, combined mechanical shapes w 
peasant figures. Later work less political. Stieglitz photography, clouds, Equivalents,1927. Similarly Weston, sharply 
focused plants/fruit/abstract body parts. Dadaist photos entirely different, Man Ray dust/photograms. US homeless 
photos. Street photog Cartier-Bresson impartial observer. Constructivism, progressive Russian movement, Marxist 
spirit anti-aesthetic, led by architects/sculptors/designers, Lissitzky/Tatlin, completely abstract assemblages, turning 
architectural later. Unrealised design of Monument to the 3rd International,1919/20 ‘symbol of revolutionary 
modernism'. Most influential work in architecture/typography/publicity/exhibition design. Rodchenko revolutionary 
photomontages, later paintings AE, anticipating Pollock. Style officially suppressed in favour of revival of various 
architectural styles/Socialist Realism banality of Russian Official style. Germany, Bauhaus melting pot for arts/ 
crafts/fine arts to unify. Distinguished artists eg Kandinsky/Mondrian/van Doesburg/Klee lectured. Aim for architects/ 
artists to work together. Craft products vs machine aesthetic/prototypes for mass prod. Moved to new building 1925, 
cubic/unadorned/asymmetrical design of glazed walls supported by steel/concrete skeleton, feeling of openness/ 
weightlessness/minimal white strips became International Style for 50yrs eg Schroder House,1924, De Stijl Rietveld. 
Before WW2, Gropius/others moved to US to teach. others to Israel to build White City. Klee’s work was small scale/ 
intellectual, based on elemental symbols/essentials of form. Mondrian resigned from De Stijl 1924 over a principle. 
Totally abstract ambiguous works, primary/b&w colours, foreground plane with lines & rectangles to create an art of 
pure relations, life giving tension. Similar straightforwardness by 2 leading architects, Le Corbusier/van de Rohe, ‘30s 
Dir of Bauhaus. Similar ambivalence in work of Brancusi, approached ideal absolute form from mystic/spiritual/ 
subjective pov. Paralleled with Int style, Art Deco streamlined designs in 20s/30s, exuberant vitality of pop culture. 
Fwd looking urban planning of Le Corbusier marginalised (skyscrapers in parkland, complex traffic systems etc). 
Notable in NY: Chrysler building/Rockefella centre 14 building/3 blocks coordinated as unit.  

Inside & outside influences: WWI influences all. Cubism impacted W Art as radically as Renaissance naturalistic 
style did. Rivera influenced by Renaissance frescoes/Pre-Columbian sculptures. Spanish Civil War influence 
Miro/Picasso. Moore rejected traditional for vitality of Mexican/Sumerian/non-Europe sculpture. Hopper similar to 
Expressionists, w/o hysteria, influenced by Manet/19thc French art/Depression. Klee by German Romantic 
philosophy/psychology/ child's art/expressionists. Matisse still influence on many. Dadaists/Surrealists grudgingly 
admire. Duchamp’s Large Glass, influential talisman for artists. Surrealism influenced by Freud/Trotsky/obscure 
author of sadistic prose Comte de Lautramont/various writers. Calder by Constructivist/Surrealist theory/Miro. Smith 
by Picasso/Gonzalez. Picasso influenced Tatlin. Photography continued to influence artists eg Balla/Duchamp. 
Cartier-Bresson influenced by Surrealists/Symbolists/Freud/Marx. Gropius by Wright/Viennese Sezession 
group/Werkstatte/W Morris/English crafts movement/ Expressionism/De Stijl/Lissitzky/ left-wing politics. Bauhaus 
influential teaching institution. Established architects Auguste Perret & Edwin Lutyens influenced by reductionist 
trends of Mondrian/Bauhaus  

Critics, thinkers & historians: Poet Tzara lead Zurich Dada. Lenin. Greenberg Q sequence of styles/early falloff of 
Cubist gen/constancy of Matisse/late impressionists in 1948 article. Poet/artist/film-maker/playwright Cocteau 
promoted postwar call to order. Breton 1st Surrealist Manifesto,1924. Surrealists 1925 Declaration headed by 
Communist poet Aragon. Dali creative Paranoiac-critical method, book La Femme Visible, 1930. de Beauvoir, The 
Second Sex. Hitler Mein Kampf,1925. Writer W Benjamin praised Heartfield. Poet Kirstein wrote of shocking 
photos in 1938 eg Lange. Photog Bourke-White/novelist Caldwell book You have seen their faces,1937 
 

Post-War to Post-Modern:  
Political, economic or social factors 
WW2 ended European imperialism/power. NY overtakes Paris as cultural capital. Intellectuals fled to US in 30s/40s 
inc Surrealists/Purist-abstracters, transferring movements. Hiroshima,1945. Mid-50s AE US liberalism contrast w 
Soviet Social Realism. 60s: Berlin wall, Capitalist Realism of W Germany vs soviet Socialist Realism. Consumer 
affluence/optimism Kennedy yrs replace postwar austerity, changes artistic climate. Home TV/satellites/assassinations 
Kennedy/Luther King. Space race. Revolutionary Cuba, Guevara killed. Offbeat gen/student uprisings. Golub’s raw 
work acceptable after Vietnam, shock value, giant gallery images not banal TV. Galleries not needed, works in 
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catalogs/books/mags. Art market denied unique object. Art another commodity. 70s: Mass media/consumerist society/ 
computers. Greenberg's extreme modernism belongs to cold War yrs. 
Changes to status/training of artists: solitary NY painters of 40’s/50’s, no movement. Hofmann’s art school melting 
pot Cubism/Fauvism/abstraction. O’Keeffe cultural heroine for liberated women. Warhol/Hamilton foreshadowed 
importance of 80s Photography eg Gilbert & George etc. Commercial photogs made docs/art eg Warhol/Arbus etc. 
Photo Che Guevara,1960, Korda, most famous revolutionary image.  
Development of materials & processes: Hofmann experimented w ‘drip’ techniques/mixed media. Pollock failed 
traditional methods, externalised struggle/painting as subject, pouring/throwing paint onto huge unstretched canvas on 
floor w whole body. Liberated from representation, recorded emotions of transported state. Also big, Rothko soaked 
paints into surface leaving opulent colour/canvas texture/thinly scumbled over/luminous effect. Matisse cut/arranged 
gouache coloured paper. Frankenthaler/Louis stained unsized canvas, pouring on pigment. Johns Three Flags,1958, 
old process of encaustic, fine-art surface, mocking flag/art/public. 50’s Golub technique of scraping/roughening 
unstretched canvas w meat cleaver, give impression of tendons etc in lifesize paintings of fleshless figs. Rauschenberg 
adapted frottage technique to transfer newspaper using silk-screen stencilling, inking/screening directly onto canvas in 
Dadaist grid-like patterns, adding paint drips. Experimented w future uses of tech in art. Warhol 1st to use silk-screen 
technique for painting, assistants in factory made his works. Judd’s work also fabricated for him. Liechtenstein’s dots 
simulated Benday shading of comics to achieve impersonal look. Downplayed craft skills/materials CA. Planning 
upfront, execution perfunctory. Texts/maps/plans/images etc in CA called information, linking mass media/computers. 
Photos significant as carrier of concept, undermining ideas of photographic art/silver gelatine print eg Acconi/ Rusha/ 
Bernhard. Video available, Nauman filmed walking around a square in studio, Minimalist spoof. His body as work. 
Styles & movements: Pre-war Abstract style of US loner gifted mavericks eg Dove/O’Keeffe. Doves extraction,1910 
earliest abstracts. Nature's elements simplified to colour/force lines. NY painters of Abstract Expressionism (AE) in 
40’s/50s, no common style eg Pollock/Kline/de Kooning/ Reinhardt/Motherwell/Gottlieb/Rothko/Still/ Newman, 
feverish energy & extremism as typically American as their taste for the colossal. Labelled Action Painters, enacted 
expression on canvas. Hoffman form w colour tensions. Gorsky catalyst European/American painting, combining 
Hoffman’s abstract painterliness/surrealism. Pollock created portable murals. Kline painted experiences, NY city/ 
abstract B&Ws. De Kooning a bit representational, theme human figure, abstract action works harsh/raw colour/thick 
texture of reworked paint. 2nd group, colour-field painters, Still, similar to Pollock work size/temperament, 
reoriented away from European traditions. Asymmetric planes in thick paint, feeling of density, not space, earthy 
colours, scaly texture, primitive power of US West land. He/Rothko/Gottlieb defined AE in NYT letter ‘43. ‘simple 
expression of complex thought’. To reassert picture plane, revealing truth w flat forms/impact w large size. Rothko, 
depressed (suicide 1970), later works religious. Demand silence/complete viewer absorption. Interested in human 
emotion not colour relationships. Newman wanted art w human significance/unknowable/sublime. Smith, 3D scenes 
enclosed in space frames, seen from front. Later work eg Cubi series, started new era in US sculpture. 
Representational contrast to AE images of Johns/Rauschenberg known as Neo-Dada. Ordinary  objects like flags. 
John's later work more paradoxical/complex. Rauschenberg bed, 1955, his own paint smeared bed (action painter 
like). Real objects/collage incorporated in Combines eg Monogram,1959. Both artists Q meaning of Art. Europe, 
Matisse summed up quest for naive art w large scale abstract cutouts. Giacometti: bronzed figures seen from front, 
elongated figures anticipating Existentialist philosophy w aim to capture essence of personality not likeness. 
Frankenthaler broke through AE to pioneer Post-Painterly Abstraction (PPA)/Colour Field Painting. Cool/elegant/ 
restrained. Louis/ Olitski/ Noland. Louis unfurled series, 61. Justified Greenberg's Formalism. 60s unease conveyed 
by geometrical abstraction/ optical illusion of Op (Optical) Art eg Riley. Another rejection of AE, Pop Art making 
impersonality a style. eg Big Painting No. 6, 1965, Lichtenstein, ironically depersonalizes brushwork. Emerged 
simultaneously UK/US. 1st pop art, collage Just what is makes today’s homes so different? So appealing?, 1956, 
Hamilton, aim at new witty/low-cost/ glamorous art. Mass media not glamorous in US so US pop art more complex/ 
ambivalent/awkward/provocative. Eg Oldenburg, focuses Art to ordinary, doesn't look like art. Warhol, commercial 
artist/painter/sculptor/ filmmaker/writer/ creator of a Pop Lifestyle. stood all theories of mass culture on their heads, 
notably the Marxist predictions of Benjamin concerning the suffocation of art in the glut of commercial images. 
Repeating images of commonplace echoed media making subject meaningless. Pop sensibilities named Nouveau 
Realisme in France, Restany, try to reassert Paris as art centre. Torn posters of Hains/Villegle/zen-inspired theatrics of 
Yves Klein/Arman’s accumulated rubbish. Literally blew up relationship of artist/patron/gallery with White Orchid, 
1963, alluding issue of obscuring horrors w spectacles. German Capitalist Realism, artists Richter/Polke/ Lueg/ 
Vostell used media images.  Photos expressed tensions of period in US eg Arbus/Evans/Frank/ Winogrand/ Shore. 
Korda, Che Guevara,1960. Minimalism purity/integrity/art reduction. Stella, Black paintings, eliminate individual 
gesture/expression. Judd 3d Stella’s stripes, Rauschenberg's combines, John's Targets. math sequences/ Fibonacci. Art 
what artist says it is. Mechanical Precision of Morris/Andre, foreshadowed CA, creating specific installation/user 
interaction/experience, transforming form/structure to place. Unfolding relationship of viewer/work/ environment 
over time challenges traditional art timelessness. Flavin commercial fluorescents bring colour to space. McCracken: 
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colour build forms (pigmented resin on fibreglass-resined wood). Conceptual Art (CA) de-emphasis uniqueness/ 
permanence/attractiveness, precursors were 50s happenings, Japanese Gutai’s/Fluxus group. emotionally/ 
intellectually interesting to viewer. If idea clear then implementing artist irrelevant. Qs nature of Art. Photos spread 
ideas. Bernhard comment on media saturated society. European Arte Poverty, impoverished art, cheap/ available 
materials. Poetic/straightforward rejection/challenge of artistic tradition eg Merz’s glass Igloos/Fibonacci nomad 
journey. Pistoletto’s Orchestra of Rags, rags/singing kettles/glass. Process Art visibly showing process of work eg 
Serra’s Splashing,1969. Le Va distributional sculpture, Hesse: pliant impermanent materials, ceiling hung/ wall lent, 
almost Dadaist. Body Art physical activity/artist’s body eg Nauman. Extended happenings performance art, deeper 
suspicion of Art market, hope to elude system. Art not in galleries, in landscape, became medium/materials for artistic 
expression in Earth & land art. Nothing comparable since Peruvian earthworks BC. Eg Smithson/ De Maria. US 
responses to landscape. Huge ‘transient works’, Javacheff coastline wrapped in fabric, survive only as concepts w 
detailed plans. Turrell took over volcano for Roden Crater project,1974. Matta-clark urban projects condemned 
buildings. Anti-monuments. Photo realism, rejection of minimalism, just as targeted. Trompe l’oeil of flat snapshot of 
illusionistic space/images. Estes/Close, gigantic heads. No connection to New Image/New Figurative painters of 60s 
US. Representation not been abandoned in Europe eg Balthus/Bacon/Hockney. Bacon worked from existing images to 
open imagination/feelings. US dismissed work as irrelevantly European. Hockney settled in California, artistic/sexual 
liberation. US return to figurative seen as rejection/challenge, launched ‘67 by AE Guston, who invented New Deal 
Style murals mid-C. His New Image painting, grotesque figures, deliberately brash handling, subjects: KKK/ 
menacing stilllife/huge heads. Golub's Chicago ‘Monster school’, obsessed w human corruption. Twombly, art seems 
incomplete, scattered memories/musings, combos of pictures/words/numbers/lines. Modernism/Post- Modernism, 
last stage of modernism seen as purist trends from PPA to minimalism during 70s. ‘Artistic narcissism’, sculpture like 
architecture, minimal grid emblem. Post mods eg Perrault sick to death of silent cubes/white walls/monotonous curtain 
wall metal/glass skyscrapers eg Lever House, NY,1951-2, Bunshaft. Polarized in architecture, van der Rohe’s purist 
Int Style designs implemented in opportunistic postwar US. Farnsworth tried to sue, house too expensive to live in. Le 
Corbusier/Lloyd Wright felt hostility after 1945. Expressionism crept into formers 50s designs/curves/ irregular 
plan/biometric forms. Monumental. Sparked worldwide Brutalist style, sculptural/irregular/rough/aggressive/chunky, 
eg Rudolph/Stirling/Tange etc.70s publications by Venturi/Scott-Brown sparked Post-modernism, more democratic, 
less idealistic/earnest. International Modernism/Revisionist, blended several historically styles eg Graves. 
Europeans Bofill/Rossi autonomous architecture derived from past. Former, grandiose public housing, latter taken 
from Boullee, most remained unrealised. English founded High Tech, approach to architecture more than style, 
opposed to Postmodernism. Use modern tech to create precision architecture eg Roberts & Foster.  

Inside & outside influences: Surrealists influenced AE’s. Influential teaching of Hoffman. Dove influenced by 
Romantics/nature. Pollock by sw Indian art/sand painting/Ryder/Benton/social realism of Mexicans 
Siqueiros/Orozco/Surrealism/Picasso. Smith by open form/Surrealism/AE/crude metals/large machines/experiences as 
assembly line welder. Giacometti by surrealism/Picasso/Gonzalez/Calder/postwar climate/relationship to brother. 
Matisse continued to influence all sorts of artists eg Louis. Johns by Cranes labyrinthine poem Cape 
Hatterass/Duchamp. Rauschenberg by Duchamp/composer Cage/TV. Andre by Brancusi’s plinth 
separation/Minimalism by Duchamp/Malevich/Tatlin/Bauhaus teaching of Albers. Duchamp influences Process 
artists/CA, art can be made from anything. Evans inspired new gen of photogs. Shore influenced Struth & Gursky. 
Photographers eg Baldessari became influential on later developments/students. Pistoletto influenced by 
Picasso/minimalists. New Deal by Mexican Muralists/American Regionalists eg Benton. Tomboy by 
oriental/Mediterranean culture. Moore inspired by Disneyland.  

Critics, thinkers & historians: Rosenberg unofficial spokesman of Action Painters. Existentialist philosopher 
Sartre: Giacometti close to achieving the impossible. Greenberg wrote of artistic possibilities after AE/more 
formalist/disciplined art/essential qualities of flatness. Defined formalism/art object self-contained/independent of 
maker/viewer/cultural context. Art surface/pattern. Swenson: UK Pop Art looks made by librarians. Morris texts on 
minimalist sculpture/anti-form. Lippard late 60’s dematerialisation of art object. LeWitt wrote Paragraphs on 
Conceptual Art,1967. Celant coined term Arte Peover,’67. Jacobs Death & life of Great American Cities,1961, return 
to traditional urban life. Mumford against Van der Rohe in The Case against modern architecture,1964. 70s 
Venturi’s Complexity & Contradiction in Architecture, Brown's Learning from Las Vegas. 
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Fidessa 

Lines: There are implied diagonal lines as you look up the beach from the stern of 
the boat in the foreground. From there your eye zigzags across the painting along 
the towns horizontal line, up the slope of the hills to be carried across by the texture 
in the sky. Several points in this visual zigzag are broken by ship masts pointing into 
the sky or from the edge of the sky, down the masts into their reflections on the 
water and across the other colourful water reflection lines. True to Fauvist style 
many of the main objects (such as the boats and waters edge) are outlined in thick 
contour lines. This has the effect of breaking the colours reactions to each other by 
circling in dark blue. Other elements are not outlined, allowing the colours to react 
against each other, for example in the purple of the hills and the red of the sky. 

Braque had plenty of opportunities to paint boats and their masts up on the sky when he lived in Antwerp in 1906 with Friesz eg Le Mat - Le Port 
d’Anvers, 1906. As with those paintings, here he paints across the water, with no figures and a sense of separateness from the local town although 
the bright Mediterranean light would have been a much intense than the grey atmosphere of Antwerp. The composition follows the Impressionists 
basis for framing the landscape in a 1:2 sky/land ratio, and weighted in the lower left corner. Due to social and economic changes in French tourist 
towns between the visits from the Impressionists and the Fauves, the Fauves were more likely to make their landscapes nonspecific and idealistic.  

 

 

Colours: A very wide colour palate which is not all realistic but conveys an atmosphere of joy, this is in complete opposition to the Cubist picture in 
Annotation 2 which uses dim colours to help concentrate your mind on the form, here the forms are modelled by the colours. Contrasting colours are 
placed next to each other seemingly everywhere. Chevreul’s colour theories can been seen clearly at work, for example the orange and purple of 
the main boat and its shadow. The balance of warm vs cool colours is mostly balanced but perhaps a bit on the warm side or that could be an 
optical illusion of the strident colours. The only dark colours really are blues, greens and purples. The purples form the shadows and the colour of 
the distant hills, the blue is in the water is quite dark, and in the dark blue contours and there are some darker greens as shadowy bits in the boats 
and in the background. The range of colour values featured is not as wide as it first looks, there’s no blacks or whites. Use of contrasting colour 
values pick out areas of interest, the boats on the water, the lands edge and the boats masts against the dramatic sky. The distribution of the colour 
values helps pull your eye around the composition and model shadows without using dark and light tints. In some places the colour is naturalistic (if 
a little representational) for example the blue for water , but the water was probably not that blue, in other places its ambiguous, for example it’s 
hard to tell if the colour purplish in the background hills is to represent atmospheric perspective of just because he wanted them purple, there are 
some ‘nearer’ hills which are green. 

 

Assignment 5. Annotation 1 

Suzy Walker-Toye (510646) 

Like the Cubist work in annotation 2, the oil paint has been 
applied smoothly in some places and in little dabbing strokes 
in others. Unlike the Cubist work, here the brush strokes are 
much looser (and from what I could tell wider). It’s difficult to 
tell from the small online reproduction anything about the 
texture or thickness of the application. It’s not really the 
medium that is used unconventionally but the colours, this 
painting has the mood of a joyous reflection of nature, unlike 
the Cubist work which was a complex and analytical look at 
the man-made objects depicted.  

Yellow Seacoast (or Boats on the Beach, L'Estaque), 1906 
Georges Braque, 1882–1963 
Oil paint on canvas, 495.3 x 698.5 mm 
Gift of Anatole Litvak (53.55.1), Los Angeles County Museum of Art 
© 2015 Georges Braque / Artists Rights Society (ARS), New York / ADAGP, Paris 
 

‘The principles of Fauvism may 
be listed briefly as follows: 
construction of space with 
colour, purity and  simplification 
of technique, economy of 
means’.(Ferrier, 1995) 

Depth is represented much 
more traditionally in this work 
than in Annotation 2. The boat 
in the foreground overlaps the 
water, the masts of the 
background boats are 
overlapping the town on the 
horizon and the pontoon. The 
painting has tradition one point 
perspective with large close 
boats in the foreground and 
smaller boats in the background 
vertically above them. You can 
almost see the linear 
perspective guide lines (marked 
in red) between the small boat 
in the background one the one 
in front . 

The name of The Fauves is from the French Les Fauves, wild beasts, this was a derogatory term coined from the first Exhibition, 1905 Salon 
d’Automne,  where these bright colourful canvases were hung all together in one room with a Henri Rousseau and more traditional sculpture for 
maximum contrast. Colour was freed from descriptive representation and used to represent emotions. Everyone in the room was hated by the public 
and ridiculed by the critics. Only Andre Gide recognised it was ‘a by-product of theories’.(Ferrier, 1995). The same public was only just coming to 
accept the ‘palette scrapings’ of Impressionism (Ferrier, 1995). This new art was an evolution too far for them. Braque came to Fauvism late  this is 
painted at his most fauve peroid. Dufy, Braque & Friesz all came from Le Havre, in Normandy. Dubbed The Fauves Havrais, they have a slightly 
different take on it than the more Southern Fauves.  Friesz & Dufy had been taught by the same local art teacher, Charles Lhuillier of Ecole des 
Beaux-Arts and Braque his successor. At different  times they all received a grant to go to Paris. Also at different times they all entered the studio of 
Leon Bonnat at the Ecole des Beaux-Arts. Braque initially studied art at night school and had an apprenticeship with House painter Laberthe, which 
influenced him technically later on with more a focus on craft than the others. He did military service 1901-2, then off to Academie Humbert, Paris. 
All three artist spent some time together in the studio of Bonnat in 1903, having an impressionistic style in muted colours before moving on to 
Fauvism after seeing the room VII in  the 1905 Salon d’Automne.  Braque left early to move towards a more geometric look, in 1908, before fully 
developing Cubism with Picasso (see annotation 2). By 1908 the public was starting to accept Fauvism, Matisse was even on the Hanging 
committee for the Salon d’Automne. Here you can see the deep influence of Cezanne who died in the year this was painted. Cezanne also painted 
L'Estaque landscapes.  

  

 

What I dream of is an art of 
balance, of purity and 
serenity  devoid of troubling 
or depressing subject-matter. 
Matisse, (Harrison and 
Wood, 2003) 
 
Braque painted the same 
scene over and again until 
he'd worked out the nuances 
of the water, wood and rock. 
Eg Paysage a L’Estaque, 
1906 & Le Port de 
L’Estaque,1906, Fridart 
Foundation. They evoke a 
more daytime feeling that this 
one which seems like it might 
be painted at sunrise or 
sunset when you see the 3 
together you see more of the 
colours are representational 
after all. Painting L’Estaque 
was a rite of passage for the 
Normans, allowing them into 
the fauve circles.  

 



Fidessa 

Mantelpiece edge 
section, seeing the 
corbel from above 

Mantelpiece 
edge from the 
side 

The scene feels 3 dimensional because of the 
many overlapping layers, but they don't overlap 
in a traditional sense. Its a bit confusing what 
object is what. The planes sort of shimmer 
above the canvas. its an odd effect. In such a 
limited space, there is now diminishing scale or 
atmospheric perspective. And one of the 
tenants of Cubism is the abolishment of single 
point perspective to explore forms 'plastically‘ 
but looking at this a bit longer I think that there 
is linear perspective on one or two of the view 
points which are not immediately obvious. 

 

Assignment 5. Annotation 2 

Suzy Walker-Toye (510646) 

Clarinet and Bottle of Rum on a Mantelpiece (Clarinette et bouteille de rhum sur 
une cheminée), 1911 
Georges Braque, 1882–1963 
Oil paint on canvas, 810 x 600 mm 
Tate Modern, London: Purchased with assistance from a special government grant and with assistance from 
the Art Fund 1978, Photo by Suzy Walker-Toye 

Colours & Lighting: A very narrow colour palate of slightly warm colours, typical of Analytical Cubism, has been used to concentrate the viewer on 
the forms. In contrast to tradition paintings where the distribution of the colour values helps pull your eye around the composition, light here is used 
almost randomly to separate the various planes and sections from very dark to white. The light is not coming from any clear direction because there 
are so many view points in the picture. Contrasting colour values are in places used to model three-dimensional forms, for example the clarinet 
mouthpiece and holes, (which in this part of the painting is lit from above and to the back). 

The same artist – a completely different style from annotation 1, painted only 5 years later, here Braque is in his Analytical  phase of Cubism. So 
what happened? He was taken by Guilluame Apollinaire in 1908 to Picassos studio to see Les Demoiselles d’Avignon, which opened his eyes to a 
new way of seeing. When he went back to L'Estaque his art took on a more geometric style (eg Houses at l'Estaque, 1908), this caused a scandal 
when Matisse rejected it from the Salon d’Automne, he told Vauxcelles  “Braque sent canvases covered with little cubes.“ (Ferrier, 1995), Braque 
exhibited them in Daniel-Henry Kahnweiler’s little gallery instead. When he met up with Picasso again in 1909 they had both advanced in a similar 
direction so decided to team up to create a completely new pictorial language. Cubism went through several stages, with Analytical being the first. 
Braque spent the summer at Ceret with Picasso in 1911 when this was painted, during these years their paintings are very similar. This was the 
year that Braque introduced lettering into this paintings, and started using musical instruments in his still lives. This was the start of a series of 
them on the mantelpiece. Here you can still see the deep influence of Cezanne. 

Clarinet, 
bottle and 
sheets of 
paper 

Perspective view of the 
mantelpiece from the left end 

Perspective view of the 
mantelpiece from the right end 

Scheme pivots 
on the bottle in 
three main views 

Scroll with French 
word for Waltz  

glass 

Sheets of paper 
hanging over 
the edge of the 
front of the 
mantel piece 

Lines: There are plenty of diagonal lines radiating out and 
upwards from the bottom like a fan and a slight overall 
pyramidal feeling to the composition. The main elements 
are in an internal triangle section. Internally to that there 
are bisecting vertical planes and pieces (eg the Clarinet is 
horizontal and the bottle is vertical) and various little 
triangles made of overlapping planes of various textures 
and detail. There are thick contour lines all around the 
painting but many are for the contours of the planes not 
actual for an object as such, areas of nothingness are 
treated like objects in their own right and have contours. 
There is a tertiary impression of 5 lines (in green on my 
diagram above) which reminded me of sheet music. 

Mantelpiece 
underside to see 
the ornate corbel 

The oil paint has been applied in 
various ways across the surface 
of the painting. Thinly in places, 
for example at the edges where 
you can see the texture of the 
canvas. The black lines and 
white space opaque smooth and 
some parts are rather more 
thickly applied it little dabbing 
brushstrokes for texture, it seems 
as though there is a specific 
texture that fills the ‘spaces’. 
Texture reminiscent of Cezanne. 
“The subject is not the object; it is 
the new unity, the lyricism which 
stems entirely from the means 
employed.” Braque ‘Thoughts on 
Painting’ (Harrison &Wood, 2003) 

 

Trompe-l’oeil nail. 
“Trompe-l’oeil is due to 
an anecdotal accident 
that makes its effect 
through the simplicity of 
the facts.” Braque 
‘Thoughts on Painting’ 
(Harrison &Wood, 2003) 

 

To tackle incorporating the ‘real’ 
elements such as the trompe-
l’oeil nail and the writing into the 
unity, Braque & Picasso began to 
limit the background space in 
their paintings, in this example 
setting up the still life on a 
mantelpiece. Cezanne had 
frequently used this trick of 
limiting the space. Picasso had 
discovered open form, meaning 
they could do away with the 
illusionistic skin of objects as 
described by chiaroscuro where 
they needed to. The clarinet here 
still has its ‘skin’ (ie in closed 
form) on the flute end but is more 
open form at the round end, more 
like a geometric representation of 
that end. “The aim is not to 
reconstitute an anecdotal fact but 
to constitute a pictorial fact.“ 
Braque ‘Thoughts on Painting’ 
(Harrison &Wood, 2003) 

 

“There exist in the painting the scheme of forms and 
small real details as stimuli integrated into the unity of 
the work of art; there exists, as well, but only in the 
mind of the spectator, the finished product of 
assimilation, the human head for instance. There is no 
possibility of a conflict here, and yet the object once 
‘recognised’ in the painting is now ‘seen’ with a 
perspicacity of which no illusionistic art is capable” 
Daniel Henry Kahnweiler (Harrison and Wood, 2003).  

Frontal view of the mantelpiece 

Clarinet 
from the 
front 

“To be pure imitation, 
painting must make an 
abstraction of appearances” 
Braque (Harrison &Wood, 
2003) 

 Contemporary critics such as Apollinaire routinely compared Cubism & 
Fauvism, seeing a direct connection between them in that they are both 
moves towards abstraction, they both encourage artists to ‘to take 
greater liberties with visual appearances‘ (Golding, J, 1988),  

Cubism was expression through 
line and form, and Fauvism was 
expression through colour. 

Clarinet lays 
horizontal 
across 
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New Brutalism: Analysis of the influence of the political, social and economic changes on Post-War 
architecture 

As a post-war evolution of Modernism, the lofty, utopian ideals of Brutalist architecture have mostly 
been lost to the mists of time, what we are often left with today are big, blocky Grade II listed public 
buildings with badly aging exterior concrete facades, and housing estates with various social problems such 
as graffiti and antisocial behaviour. This analysis aims to explore why Brutalist architecture seemed like a 
good idea at the time using the Barbican Estate (1952-82) as a successful example. 

The style was popular in the post-war era for about thirty years. After the war, the economy was in 
tatters, much of the country has been devastated by the blitz, in need of rebuilding and many people needed 
rehousing. New developments provided the opportunity to promote civic pride and rebuild in a modern way, 
reflecting the mood of the time, but they needed to be cheap, with easily sourced building materials such as 
concrete. The name is actually a wry English twist on Le Corbusier’s term béton brut (raw concrete) 
popularised by British architectural critic Reyner Banham. There are three main stages, Early brutalism, 
incorporating international style in its design, Massive stage, the height of brutalist design and Transition 
period when it was quickly falling out of fashion in the early 1980s. 

Prior to the war, people had moved out from London to escape the city smog, many commuted in 
causing vast congestion at rush-hour. The bombed out 40 acres around the Cripplegate area, on the edge of 
the financial centre provided a space for a fully integrated community complex, with housing, schools, play 
areas, entertainment sections and an arts centre to also attract non-residents. Plans for the Barbican Complex 
were submitted in 1957 by architects Geoffrey Powell, Christof Bon and Peter Chamberlin. It took until 
early 1980s for the complex to be fully completed. They took the 5 principles of  Le Corbusier to create a 
tranquil, 'cloistered environment, protected from the clamour and haste of the city' (Clement, A, 2011). As a 
visitor, the high walkways on pilotis (supporting columns), seem bewildering, but through clever design 
there is a sense of space, one can see a long way from most of the various levels that the public can walk 
along. Water features and pools provide respite from all the chunky concrete forms. The surprisingly 
attractive complex comprises of a mixture of materials, from unadorned in-situ concrete to bricks and 
ceramic tiles.    

Brutalism is also renowned for less successful housing estates, for example the stark dystopian 
Trellick Tower, 1966–1972, designed by Erno Goldfinger. This also incorporates Le Corbusier’s social 
housing theories, like Barbican, well thought out soundproofed apartments, and open spaces. Unfortunately 
this estate catered to lower classes, bad management, faulty lifts and vandalism almost from the start.   

In conclusion, the Barbican shows that Brutalism can be successful and attractive if well built and 
maintained but as Paul Hyett points out in his AJ article on Trellick Tower 'Nether the architect, nor 
neighbourly behaviour, could have survived the problems that were to beset these buildings' (Hyett, P, 
1999).  
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