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INTRODUCTION

his book was designed to map out a popular

history of painting in the western world, from

medieval times to the present day. Rather than
focusing on the biographical details of individuals and
their specific contributions, I have looked in detail at
where artists were located in time, with which
movements they were associated and who or what
inspired them to work in the way that they did.

[t is no straightforward task to present painting as a
chronological history of styles and movements. The
history of painting is not a neat, tidy affair. Labels are
inconsistent and often overlap. Sometimes it is difficult
to sort out exactly who belongs where and whether the
fact that they belonged to a particular grouping at one
point in their career was relevant to their later, and
perhaps more mature, work. In some cases painters have
been brought together here under one umbrella, not
necessarily because they worked together or even had
any contact, but because their work shares common

themes and ideas. Rather than airbrushing out all the

imperfections, | hope that my idiosyncratic, narrative
approach gives you a greater understanding of why, say,
Vermeer worked in a particular style, as well as where he
stands in the greater scheme of things.

Inevitably a book of this kind demands that choices
be made; not every painter worthy of inclusion can be
represented. The selection process is, of course,
subjective and guided by personal taste. On that basis it
may be possible to detect a bias towards living artists,
as well as a celebration of the many women artists who
are still excluded from most considerations of the
‘Old Masters’.

I have tended not to rely upon any particular
definition of what constitutes a painting. Hence, in this
survey, | have considered painting in its widest sense,
from the wooden tempera panels of the medieval
painters to the diverse media applied to the canvases of
contemporary practitioners.

Painting 1s an exciting medium and I hope this book

demonstrates that it always has been. ﬁlthough at times



painting has been knocked off course by photography,
video, installation, sculpture and performance, in the
end artists return to paint because in no other medium
is it possible to experience the thrill of applying a brush
to the surface or of squeezing paint from the tube as well
as the visceral, intuitive process of creating an image
from raw materials.

Currently, it seems that painting is as popular as ever,
and that old hierarchical distinctions are largely
meaningless. Without wanting to suggest that all
contemporary painting is of a quality to compete with
the very best of the traditional painters, there seems to
be a visual richness about much recent work that relates
to the past, while projecting firmly into the future.

Through knowledge of public collections I have tried
to include as many images of accessible works as
possible. Take time to go and visit the originals; there is
simply no substitute for standing in front of a painting
and really looking. There is no experience that can

match the moment when you feel that a painting has

really spoken to you: the moment which eritic Jeanette
Winterson so memorably described in her book, Ar
Objects, Essays on Ecstacy and Effrontery (Jonathan Cape,
1995), as when ‘my heart flooded away’.

I hope that this book will appeal as a reference work
to students, the general reader and artists looking to
refresh their knowledge of the story of western art. The
text here is really only the start and I hope that the book
will inspire you to make your own links with the work of
some of the artists presented. Reading about painting
means starting to think seriously about painting — after
a while you become more confident in your opinions
and begin to see, for example, the connections between
the paintings of Manet and Goya, or the equivalence
between the emotional weight of a Rothko and a
Caravaggio. The challenge for The History of Art has
been to guide you to make these associations, as well as

to inspire and inform.

A. N. Hodge, London 2007



THE ITALIAN
RENAISSANCE

cI2§50—1I5§3,

n the late medieval period, from about AD 1,000,

painting mainly took place in the monasteries.

Here, monks would use gold leaf and a range of
stylized imagery to illuminate manuscripts, while
occasionally the walls would be decorated with some
simple scene from the Bible. Most, if not all, of the
imagery that was produced during this time was
religious. There were no true portraits until the
late Middle Ages, no real landscapes either and very
little attempt to draw from life. Consequently, there
were no painters of any real significance. There were
sculptors in the 13th century in the cathedral cities of
Strasbourg and Naumburg whose knowledge of the
human body led them to make lifelike and convinecing
statues, but this was not true of painting. Painting was
flat and lifeless.

All this changed with the arrival of Giotto in
Florence. Not only did Giotto's work signal a complete
break with tradition, but it had a far-reaching influence
on subsequent generations of Florentine painters and
hence on western art. Giotto created a window on the

world the like of which had never been seen before. His

O

figures were no longer stiff, cardboard cut-outs but had
solidity and depth on both a physical and emotional
level. With his gift for portraying a range of human
emotions, Giotto was able to convey religious stories
that were convincing, compelling and deeply
compassionate. For the first time, the viewer could
empathize with key characters in the narrative and the
impact that this radical approach had on painting
cannot be overstated.

Renaissance means ‘rebirth’ or ‘revival’ and central to
its development in Italy was the rediscovery of classical
antiquity by the cultural elite. By the time Giotto was
painting the walls of small churches in Padua and Assisi
in northern Italy at the beginning of the 14th century,
the world around him was beginning to change. Trade
routes into northern Italy had opened up new markets
and prompted new networks of exchange both in terms
of goods and ideas. With the new wealth and the rise of
the merchant class, old certainties like the authority of
the church were brought into question. Wealthy patrons
emerged as the humanistic revival of the classical

influence in arts and architecture began to gather pace.

1254 1297
Birth of Marca Poale, Magna Carea,
explorer; who was fo confirmed by

bring pasta to Italy Edvward I— entered
[from China English statute

ralls as la

347

Bubanic plague in
Eurgpe; originated
i India, 1332,

75 millton deaths

1430
Joan af dre
captured, taken to
England Later she
was publicly burned
in Rowuen, France

454

Traly divided inta
five major regions:
Fenice, Milan,
Flarence, the Papal
States and Naples



Masaccio was the next painter to come along and
take up some of the artistic challenges posed by Giotto.
It was not, of course, a relay race with the baton being
handed from one artist to another — more a process that
evolved against the increasingly rapid advances that
were being made throughout the parallel worlds of
science, literature, architecture, music, invention and
discovery. For the first time, these parallel worlds began
to converge — quite literally, with the discovery of one-
point perspective. It was the architect Brunelleschi who
developed the idea that to give a picture depth it was
necessary for its lines to converge upon a single
vanishing point. This in turn inspired Masaccio to
experiment with rudimentary perspective in his
paintings, giving his figures a monumental, sculptural
quality and helping to build the illusion of real space.

Following on from Masaccio, other artists such as
Uccello, Mantegna and Piero della Francesca took these
experimental ideas one stage further, all the time adding
to the technical knowledge of how best to create a
convincing picture, or a mirror of reality. The period
known as the High Renaissance —namely 1500 to 1520 -

was when the three great artists, Leonardo, Michelangelo
and Raphael, were at the height of their creative powers.
Florence was still the main centre of artistic activity, but
by this time both Rome and Venice were starting to
flourish. In Florence, Leonardo, in particular, developed
fledgling scientific and mathematical concepts in a
relentless intellectual pursuit that was part and parcel of
his own artistic practice. Everything was there to be
discovered, nothing could be taken for granted any longer.

Leonardo’s Mona Lisa opened up the possibilities for
a new way of looking at painting. Still probably the most
famous portrait in the whole history of art, her
enigmatic smile and soft features must have been
shocking to a contemporary audience, brought up on a
diet largely of stiff-featured and gold-haloed Madonnas.
Michelangelo too, through the raw energy of his
predominantly male nudes on the Sistine Chapel
ceiling, was pursuing a vision that was to influence the
way that the human figure was represented in art from
that moment onwards. The quiet and subtle harmonies
of colour and tone produced by Raphael were also

admired and copied for centuries to come.

1492
Columbus departed
Palas, Spain in
search af the Indies
and discovered
America

1510
Spain began
seftlemenits in
Jamaiea. Thwe years
later in Cuba

1513
Fasce Nunex de

Balhoa named

large body of water

as (the) Pacific’

1519 1544 1553

Cartes brought Sehastian Cabot First tohacca was

Arvabian borses fo published a map of taken from America

America from Spain the world with to Spain
remarkable detail
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G1IOoOTTO

AND THE EARLY FRESCOES

“I7 T's HARD TO KNOW WHERE TO
begin when it comes to the history
..... of western painting. There had
been painters before Giotto, but what
he achieved through his simple, timeless
compositions was to set the whole
of western art on an exciting new course,
becoming something of a legend in
his own lifetime. He produced works for
the Pope and the King of Naples and is
mentioned in Dante's Divine Comedy.
Giotto di Bondone (1267-1337) was
the son of a Florentine farmer. Born into
poverty, he was discovered by the painter
Cimabue drawing the perfect likeness of
a sheep on a rock. Giotto learnt quickly
from his new master and, before long,
was running his own busy workshop
and accepting commissions to decorate

the walls of religious buildings in

Florence and other Italian cities.

Much of his work was done in fresco.

This method of painting involves
applying water-based pigment directly
on to wet plaster; the paint and plaster
then fuse topether as they dry.

The technique had been used to
decorate chapels and other religious
buildings throughout Italy. Giotto's
greatest achievement was the series of
frescoes he painted inside the Serovegni,
or Arena Chapel, in Padua, depicting
scenes from the lives of Jesus and the
Virgin Mary. He also painted the St
Francis of Assisi cyele for the Upper
Church in Assisi.

But it was Giotto’s contribution
towards the development of the human
figure within painting for which he will
always be recognized. He broke free of

» THE RAISING OF LAZARUS, 1303 GIOTTO

the Byzantine tradition’s use of stylized
figures, giving the people in his paintings
a much greater degree of realism. Look
at any group of figures in a painting by
Giotto and there is real emotion in their
faces; he managed to depict a range of
feelings = such as awe, sadness,
suspicion, rage and jealousy = in ways
that had never been seen in painting
before. This creates a sense of
compassion which helps o involve us

in the unfolding drama.

There is also a great sense of
movement in his closely observed
narrative works. Hands remonstrate and
flutter and figures bend and lean with a
believable sense of space, weight and
distance. Giotto shows a real feeling for
colour too, particularly the way in which

it interacts with light.

Giotte’s confidence in handiing large groups of figures is shown bere as Martha and Mary
Magdalen smplore Christ fo bring their brother Lazarus back o life. In a moment of drama,

Christ rasses his hand over the bowed bodres rgf:.&f feog weomen with the stony fandm:‘pg

winding back i sharp refief.
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1.2

DECORATIVE ELEGANCE

IN SIENA

“1" ¥ (G10TTO WAS THE MOST
important painter in Florence for
- much of the 14th century, the
painter Duccio di Buoninsegna
(€1255-131Y) was the principal painter
to come out of Siena. The two Tuscan
cities of Florence and Siena were artistic
rivals at the beginning of the 14th
century. The Sienese school was often
seen a5 the more conservative of the two,
with painting that emphasized the
decorative qualities found in mosaics and
illuminated manuseripts of the earlier
Byzantine period. The Byzantine
tradition, dating back to the Eastern
Roman Empire, founded in AD 330, was

primarily a religious art that emphasized
a powerful orthodox vision through the
use of symbols and stylzed figures.
Giotto, and to a lesser extent Duccio,
developed a more naturalistic style that
challenged this ritualistic convention.
Even tDrJay the medieval town of
Siena is still dominated by its cathedral.
For this, Duccio created the Maesta,
a double-sided altarpiece with over 60

scenes, and 1t was installed there in 1311,

Duecio infuses his narrative scenes with
a new sense of life. There is real
movement in his sacred figures - they
are not simply stffly arranged against

a gold background.

~ ALLEGORY OF GOOD GOVERNMENT (defail), 1338 LORENZETTI
This detatl from the fresco in the Palazzo Pubblico Siena shows part of a streef scene,

ﬁaruring i@ brt}:'aflﬂrarmim and the celebrations fa&iﬂgﬁfafe af an inn. Lorenzetfis

wﬁpainfing TWAF dfsigned fa show the eﬁ@rﬁ' Fhat bath gf;'m'aﬂ.a' Mdgowm ment can

have on city and country.

Other important representatives of
the Sienese school include Duccio’s pupil
Simone Martini (c1284-1344), and the
brothers Pietro (c1280-1348) and
Ambrogio Lorenzett (¢1290-1348).
Simone Martini, whose work drew upon
his master's brilliant colour and graceful
line, was summoned to work for the
French king of Naples and later for
the Pope at his court in Avignon. The
refined and courtly manner exemplified
by the work of Martini dominated the
arts across Europe at the end of the
Middle Ages.

The brothers Lorenzetts were also
probably assistants in Duecio’s workshop,
but while Martini painted with refined
elegance, the brothers were influenced by
Giotto and favoured an observational,
narrative style. Ambrogio Lorenzett
pa.intﬂd Good and Bad Government, a
fresco series for the Town Hall in Siena,
between 1338 and 1340. This is an
impressive and intricate work, displaying
a hitherto unseen mastery of perspective
in its depiction of small figures winding
through the hilly streets of Siena.

¥ MAESTA (detaid), 1317 Duccio

This ts the central panel of Duccios most
celebrated work, showing the Virgin Mary
and Christ on thrones surrounded by angels
and saints. Mary stands out from the rest
of the group by virfue of her size and the
intense ulframarine blue of her robe set
against the richly gold-decorated halves,

clothes and throne.
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THE ILLUSION OF
WEIGHT AND MODELLING

ITH HIS MANY PAINTERLY

innovations, Masaccio

(1401-1428) was one of
the most important forerunners of the
Italian Renaissance. Another Florentine
artist, Masaccio’s early life and training
are not known, but from his earliest
works there is cdlearly a rejection of the
linear Gothic style of art that had
flourished from the middle of the 12th
century. Masaccio took up Giotto's
concern with depicting believable human
ﬁbmn:s, but rnunugtd to go one step
further by applying the rules of
perspective that had been developed by
his contemporary, the architect
Brunelleschi. Masaccio also looked at the

sculptures that were bcing created at the

time by Donatello and was able to give
the figures a solidity and volume that
had never existed before in painting.
The Expulsion of Adam and Fue,
c1425-8, a fresco from the cyele in the
Brancaca Chapel in Florence, shows the
full extent of Masaccio’s extraordinary
innovations with light, space and
perspective. The bodies of Adam and
Eve have a monumental, sculptural
quality and seem to exst in three
dimensions. Gestures and facial
expressions are carefully highlighted by
the light that falls from one source, with
the shadows cast behind them helping
to suggest volume. The composition is

unified by the use of single-point

perspective of the gates. With their

heightened realism, austerity and
directness, it is evident that Masaccio's
paintings were not secking to charm
and please, unlike works produced by
many earlier artists.

Fra Angelico (1387-1455), a
Dominican friar who lived ina
monastery at Fiesole near Florence,
started out as a manuscript lluminator
and there is a decorative, stylized
element that can be seen in his early
fresco work. However, in 1436, Fra
Angelico was commissioned to decorate
the friars’ cells at the convent of San
Marco in Florence with around ffty
frescoes. While these were designed as
direct expressions of the friars’ faith,
they also show a basic understanding
of perspective and how figures recede in
space. In the last decade of his Life,

Fra Angelico travelled to Rome to work
on frescoes for Pope Nicholas V's

private chapel in the Vatican.

4 ToE HEALING OF PALLADIA BY
SamnT CosMAS AND SAINT DAMIAN,
1438-1440 FrA ANGELICO

8¢ Cosmuas and 8¢ Damian were furn
brothers whe practised medicine in Syria
This small painting, one of eight panels
that originated from a Demintcan
monastery in Florence, shows the physicians
carrying out a miraculons cure. The right-
band side shows 8¢ Damian receiving a

gift for bis bealing powers.
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4 EXPULSION FROM PARADISE ¢ 1427
Masaccio

Fart of a cyde af frescoes painted by
Masaccio for the Brancacct Chapel in
Santa Marta def Carmane, Florence.
This dramatic depiction of the plight of
Adam and Eve broke new ground in
ifs realism due fo the simplicity and
three-dimensionality of the couple and
sheir emotion-charged expressions,




16

PERSPECTIVE AND
FORESHORTENING

asaccio aNp Fra AnceLico

had started to make use of

single, or one-point,
perspective. A number of other 15th-
century Italian artists were also quick
to exploit the new prinaples of linear
perspective. This was the system where
lines converge on a vanishing point,
causing objects and people to recede in
space. Linear or geometric perspective
was developed by the architect
Brunelleschi and remained integral to
the idea of how painting best represented
reality until the late 19th century.

Paolo Uceello (1397-1475), a
Florentine painter apprenticed to the
sculptor Ghiberti, became fixated with
how to represent three-dimensional reality
on the picture plane by means of

perspective. MNowhere is this scientific

obsession more apparent than in The Rout

of San Romano (1454-7). These three
panels, depicting the hostile territorial
battle between the Florentines and

the Sienese, were commissioned by the

Medici family for therr palace in Florence.

This decorative, frieze-like work with
its clashing lances and rearing horses
presented Uccello with the opportunity
to indulge his love of perspective.
Foreshortening, namely applying
perspective to a single object or figure to
create the illusion of projection or depth,
first appeared on Greek vases ¢500 BC.
The master of the foreshortened fipure
was the early Renaissance artist, Andrea
Mantegna (1431-1506). Mantegna's
adoptive father, Squarcione, was an
archaeologist and painter, and he
instilled an interest in classical sculpture
and antiquities in his son. The Dead
Christ (c1470), in which the viewer is

positioned at Christ’s feet, looking
upwards at the trunr_'atbd, cold b(}d}f
confined to the slab, is one of the most
dramatic examples of a foreshortened
body in the history of painting.

Piero della Francesca (c1416-1492)
was influenced by the advances of
contemporaries such as Masaccio and
Uccello but, in addition to painting
frescoes, he was an accomplished
mathematician, writing treatises on
geometry and the rules of perspective.
However, to consider Piero della
Francesca's works purely as examples
of geometry, balancing space, scale
and pmpnrtiun, would be to do them
a great disservice. Later paintings
reveal his consummate skill in creating
a serene, timeless and spiritual mood
thmugh the use of pa]nr: colours and
soft, um:arthl_t_-' light.

1 THE RouT oF SAN RoMaND, 1456
Paoro UccELLo

The Ieft-hand panel in a three-part series
Sfor the Medici palace depicting the conflict
i which the Stenese were beaten by the
Florentines. All the details in the work —
Jrom the carefully placed spears and lances
fo the tiny figures on the hillside bebind —
have been carefully placed to maximize
the potential for perspective.



» THE DEAD CHRIST, 70 ANDREA MANTEGNA

In this poréray

hrist, £he Virgin and 8¢ Jobn are shot

QTR TWE
naf an tdealized portrait: the dramatic perspective of the foreshorfened corpse, # les 11 the
hands an f and discoloration of the skin lend if a realism belon fo the mortuary slab.

THE

ITALIAN RENAISSANCE
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ALLEGORY AND GRACE

ANDRO BOTTICELLT (1445-1510)

was born in Florence and spent

maost of his life in the city. For
the most part Botticelli was unaffected
by the drive towards realism that was so
much part of his time; he rejected the
new scientific discoveries, producing
work that was quite distinct from his
contemporaries. He trained under Fra
Filippo Lippi, whose graceful frescoes
were 1 model of refinement, and
undoubtedly influenced the development
of Botticellis own delicate, linear style.

Botticelli had 2 real and unusual

talent for drawing which led to
commissions from patrons including the
Medici family, whe wanted him to paint

subjects from classical mythology. The
Florentine ruler, Lorenzo de Medica,

took up 4an interest in paganism after
meeting a group of Neoplatonists who
had broken away from a conventional
Christian view of the world.

This led Botticelli to produce his
most famous pagan works, The Birth
of Fenus and Primavera. Both these
paintings feature mythological scenes in
which pale, elongated beauties, semi-clad
in flowing drapery and with long,
flowing locks, float against an unearthly
backdrop. Botticelli is interested in
the thythmic line and the patterns of
his idealized figures; he 1s by no means
trying to convince us of their weight and
substance. It is hard, however, to imagine
the effect that Botticelli's Venus had on
the public at the time. Here was an

almost hife-size naked woman, the like of

1 MAapoNNA AND CHILD WITH

Two ANGELS (detail), 1465

Fra FiLiero Lir

An orphan, Fra Filigpe Lippi was a monk
whose falent for painting alfied to the fure
of a more worldly fife eventually caused him
to abandon the cloisters. Filippe Lippi is
known in parficular for bis studies of the
Virgin and Child, which, ke this head of
the Madonna, reveal good draughtsmanship

and are gften rich in ernamental detail,

which had not been seen in art before.

Botticelli’s only significant trip
outside Florence was a visit to Rome
in 1481-2 when he worked on frescoes
in the Sistine Chapel in the Vatican.

He ran a busy studio and his supreme
talent as a draughtsman meant that,
at the peak of his career, his work was
much in demand.

He also produced portraits and pen
drawings to illustrate Dante's Divine
Comedy. Following the death of Lorenzo
de Mediei, his work became more sober
and intense and, when the crusades were
at their height, Botacell destroved some
of his earlier work which went against
the religious feelings he had developed.
Although he enjoyed great popularity in
his lifetime, he died in obscurity.
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« THE BIrTH OF VENUS, 148586 BOTTICELLI

One of Botticellis most celebrated works: Venus s Blown ashore by flying wind-gods on a

seashell to be received by a nymph with a satin doak amid a shower of roses. Thought fo be
a celebration of spiritual beauty, this was nonetheless a pagan image produced at the height
of the influence of the Roman Carholic Churdh,
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RENAISSANCE GENIUS,
DRAUGHTSMAN AND INVENTOR

- URING THE PERIOD KNOWN AS
the High Renaissance, when
the greatest artists in the

history of western art were at the pinnacle
of their powers, one in particular stood
out for the sheer breadth of his talent.
Leonardo da Vine (1452=1519) =
draughtsman, painter, sculptor, writer,
architect, scientist, musician, inventor —
was regarded as the greatest of all
Renaissance artists. His scattershot
method of working, however, left behind
many unfinished projects and a series of
notebooks filled with studies of
skeletons, clouds, flowing water and
flowers, as well as observations on
scientific subjects such as proportion,
optics, geology and flying machines.
Like many Renaissance artists,

Leonardo learned his craft as an

apprentice to another artist, Verrocchio.

In this case, Verroechio was so impressed
by his pupil that he gave up painting
altogether. From 1482, Leonardo spent
17 years in Milan working for the Duke
of Milan, before returning to Florence
where he painted the iconic Mena Lisa
between 1503 and 1506.

The Mena Lisa 1s sigmificant for a
number of reasons. The pose = with the
body at an angle, head turned forward -
had not been seen before. The aerial
perspective of the landscape, and the way
it fades away into the distance, was also
a notable advance.

Leonardo's real contribution to the
history of painting, though, was what has
become known as sfumato — from the
Italian word for smoky’ = namely the
rendering of form by subte tonal
gradations, as seen in the soft features of

Mona Lizak face.

4 5TUDY FOR THE HEAD OF LEDA,
c1506 LEONARDO DA VINCI

In Greek myth, Leda is seduced by the

god Zeus, who appeared fo her in the form
of @ swan. Leonards completed this drawing
of Leda’s platted hawr by drawing hatchings
along the lines of the form, a technique

he introduced 1nto bis drawings shortly
before 1500,

Leonardo left few authentic
paintings, but greatly influenced
contemporaries such as Correggio,
Giorgione and Raphael. In playing with
dramatic contrasts of light and shade,
Leonardo prefigured the chiaroscure
effects that were to come to fruition in
the Baroque period with Caravaggio
and Rembrandt. His finely judged group
compositions, where the figures often
form a pyramid, are a defining feature
of the High Renaissance style.

Leonardo created paintings of
astounding beauty and realism, yet
paradoxically he was mainly interested
in solving problems of composition and
pursuing a range of intellectual ideas.
He joined the court of the French King
Francis Tin 1517, where his work was
greatly appreciated and admired. He
lived in France until his death.

» Mona Lisa, 1503

LEONARDO DA VINCI

Vasarit Bography of Leanards da Vinc,
published 31 years after Leonardo’s death,
tdentifies the sitfer as Lisa Gherarding, the
wiffe of @ wealthy Florentine businessman.
Howewer, there is a resemblance fo the artist
bimself, feading others fo suggest that the
Mona Lisa could be the portraif of a man
or even possibly a self-portract.
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HuMAN BODIES WITH

SCULPTURAL FORM

5 A SCULPTOR, PAINTER, POET

AND ARCHITECT, Michelangelo

Bucnarroti (1475-1564)
wids 'dl'lﬂrhﬂr hugﬁ]}-' HCEU"!P].i5h1?d
Renaissance artist. Twenty-three years
younger than Leonardo, Michelangelo
was raised in Florence. Here he trained
briefly under the fresco painter
Ghirlandaio, as well as receiving tuition
in sculpture under the patronage of the
all-powerful Medici family. His talent
was recognized early on. Aged 19,
after the death of his patron Lorenzo de
Medici in 1492, Michelangelo left for
Bologna, then lived in Rome from 1496,

before resettling in Florence in 1501.

In the same year Michelingelo
carved the marble sculpture David in
Florence, embarking on a lifetime
exploration of how best to represent
the male form. Michelangelo mainly
considered himself to be a sculptor and
had to be coaxed into decorating the
Sistine Chapel ceiling in the Vatican
with frescoes. The chapel had been built
by Pope Sixtus IV, but it was his nephew
Pope Julius IT who commissioned the
work. The Creation of Adam (1508-12)
forms the central panel of the chapel and
shows God handing life to Adam and,

~ THE CREATION OF ADAM (detail), 1511 MICHELANGELO
I this detail from the central panel of the Sistine Chapel ceiling, God's right finger i
separated from Adawis by the merest chink of light. The similar poses of God and Adam —

both their legs are i nearly identical positions — reflect the message of Genests 1:27,

i which God was said fo have created man 1 bis own image.

metaphorically, to the rest of Creation.
Michelangelo’s real contribution to
painting can be seen in Adam's fully
realized body, with its perfectly judged
combination of strength and grace.

The firest artist = and, many would
say, the greatest ever = to specialize in
depicting the male nude, Michelangelo
devised a brilliant scheme for the Sistine
Chapel ceiling. His complex design of
interwoven scenes was painted as he lay
on his back looking up at the cedling over
an exhausting four-year period. The
series of narratives tell the biblical story
from Genesis through to the life of
Christ. The Last Judgement was
completed separately for the altar wall in
1534. It 1s a monumental and astounding
vision that earned its artist the title
if diving J'Wfrbefarzgffa, and ensured that
his influence persists to this day. In his
extraordinary dedication to the task
of completing the Sistine Chapel
commission and his willingness to trust
his own innate genius, Michelangelo did
more than any other artist to elevate the
crafts of painting and sculpture to the
status of Fine Arts.



4 THE LAST JUDGEMENT (defai

MICHELANGELO
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BEAUTY AND
CLASSICAL HARMONY

" HE SON OF A PAINTER, Raphael

(1483-1520, real name

Raffaello Sanzio) was, along
with Leonardo and Michelangelo, one
of the three great masters of the Tealian
Renaissance. Younger than Leonardo
and Michelangelo, Raphael moved from
the small town of Urbino o Florence in
1504 where he studied their work,
quickly realizing the extent to which
these two were transforming the whole
conception of painting,

In Florence, Raphael, like Bellini,
was a painter of Madonnas or
Madenniere. In these early paintings,
the Virgin is shown as a tender, gentle
figure, wholly immersed in caring for
her baby Christ, with an idealized,
harmonious landscape stretching out

beyond. These works show a mastery of

composition and have a serenity about
them, presenting an untroubled vision
of the world.

This perfect calm and sense of
wellbeing are what separate the art
of Raphael from the more intellectual
approach of the other two great masters
of the Italian Renaissance. Michelangelo
was reputedly jealous of his younger
rival's charming and easy manner,
accusing him of stealing his ideas.
But while Raphael's compositions and
draughtsmanship might owe a lot to
Leonardo and Michelangelo, it was
really his rich feeling for colour and
emotonal harmony that constituted

his unigue contribution.

In 1508, Raphael decorated the papal
apartments Sfanze in the Vatican for
Pope Julius II. The School of Athens on the

~ THE SCHOOL OF ATHENS (defail), 1509—-11 RAPHAEL
A fresco forming part of Raphael s commission fo decorate rooms in the Apostolic Palace in
the Vatican. Plato and Aristotle ave shown in the centre, engaged in philosopbical debate,

surronnded .E:y i dymmir group gfﬁgurfs r:;ﬂrfsenj:'ﬂg the various subjeces that need to be

mastered for classical learning such as astronomy, geometry and arithmetic

main wall in the Stanza della Segnatura,
with its many groupings of scholars in a
great architectural setting,

15 the most famous of these frescoes.

In his later vears in Rome, Raphael also
painted portraits noted for their subtlety
and acute characterizations, as well as
designing interiors for other wealthy
Romans. His work displays a great
sureness; in the compositions, dignity
and grace combine with 4 sense of calm.
Raphuael's evocations of the dassical
Golden Age were to become the model
for study in the academies.

His work was also a great source of
inspiration to the great Classical painters
of later centuries such as Poussin and
Ingres. Reputedly, the papal court was
grief-stricken on hearing of his early
death from fever at the age of 37.

¥ SAINT CATHERINE OF ALEXANDRIA,
C1507-8 RAPHAEL

A typical harmonious compesition
combining grace and a sense of calm, but
made more dynamic by Saint Catherine’s
glarce fowards the heavens. She &5 depicted
leaning on the wheel upon which she was
conderned fo die, but which war
miraculously destroyed by a thunderbolt,
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VENETIAN

COLOUR AND LicGgHuT

HILE THE SCHOOL IN

FrorencE was central to

the great flowering of the
Ttalian Renaissance, the school in Venice
was developing some important
innovations of its own. At the end of
the 15th century, Venice was a powerful,
independent city state and an important
part of the trade route for pigments,
spices and silks. One of the major
influences in Venice in the kite 15th
century was the school of Padua,
in particular the sculptural and three-
dimensional effects achieved by the
great master of perspective, the painter

Andrea Mantegna,

~ THE TEMPEST {detail), c1510 GIORGIONE
Art bistarians have long debated the significance af the enigmatic foreground of The

At the same time, Antonello da
Messina (c 1430-79) introduced the oil
painting technique of Van Eyck to
Venice. Messina had first come across oil
paintings by the Netherlands artist in
Naplts, and used the tf;:hniquc to gm)d
effect in his own work = mainly portraits
and religious works. Up unadl this point,
Italian artists had mainly been working
in tempera, a fast-drying medium in
which the pigments are suspended in
ege yolk. Oil paint by contrast was slow-
drying and this had the advantage of
creating a greater degree of realism, as
artists were able to build up an image

more slowly, layer by layer.

Tempest, with its stunted columns, a soldier and a semi-naked woman breast-feeding

ber child. In the background, a flach of Eghtning fills the picture with a sense of foreboding.

Messina passed his knowledge of
oil painting on to Giovanni Bellini
(c1431-1516), who was to become one
of the most important artists of the
Venetian school. Bellini adopted the
technique of oil glazing and handed it
on to his famous pupils, first Giorgione
(1477-1510) and later Titian
(c1488-1576). Bellini painted mainly
religious themes, but he was quick to
show an ability to create lyrical harmony
between his figures and their setting.

Bellini’s mature style impresses
because of its high degree of realism and
the subtle variations of tone and colour.
In The Doge Leonardo Loredan,
1501=1504, Bellini shows the ruler of
Venice as a wise, sensitive and dignified
character. There hadn't been portraits
which expressed such insight or feeling
before. This Venetian feeling for light
and colour is also to be found in the work
of Giorgione, whose life remains an
enigma. His highly coloured, atmospheric
small paintings in oil, generally of non-
religious subjects, were painted mostly

for rich private collectors.

» Toe DoGE LEONARDO LOREDAN,
1504 GIovANNI BELLINI

Bellins sensitive portrayal of the powerful
ruler goes some way beyond mere flattery.
Bellini uses bis insight and skifl fo convey
in the Doge’ face a mixture of emotions —

compassion, intelligence and confrdence —

ﬁam the mintmum amonné rgffnﬁrmafiﬂn.
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NORTHERN
RENAISSANCE

ciI400—1600

hile the Renaissance was gathering
momentum in Italy, there were also
changes taking place in the Netherlands
and Germany that signalled a new era for painting.
While there is some evidence that artists from the
northern cities of Gent, Antwerp and Bruges were
aware of the great innovations in ltaly, their work
showed marked differences from that of their southern
counterparts. In Italy, the Renaissance was inspired by
humanism and a revival of classical antiquity; northern
artists were less preoccupied with attaining ideal
harmony and beauty than their Italian equivalents.
Throughout the 15th century, the architecture in the
North continued to look to the Gothic style of the
previous century, which was characterized by pointed
arches, rich ornamentation and vaulted ceilings. In
painting, northern artists were slowly starting to break
free of the Gothic tradition, rejecting the courtly
elegance and overly decorative work that had hitherto
been much in demand.
In the North the changes took place against a
backdrop of mligious reform and revolt against the

Church. The revolutionary aspects of the Italian
movement, such as the scientific discoveries of
perspective or anatomy, interested northern artists less
than an aspiration to reproduce the natural world in all
its wonder. Northern Renaissance artists made
extraordinary advances in naturalism; their paintings
were a mirror of the world with every leaf, lock of hair
and piece of velvet drapery replicated in exquisite detail.

The preferred method of the Italian artists was to use
tempera, a medium in which the pigments were
suspended in quick-drying egg yolk or a whole egg. For
a long time, Jan van Eyck, the Netherlands artist, was
generally credited with the discovery of oil painting.
There is now some doubt over whether Jan van Eyck or
his brother Hubert actually invented the technique,
although it is widely accepted that they discovered that
mixing pigment with linseed or walnut oil slows down
the drying process. What is clear, however, is that Jan
van Eyck was one of the medium’s earliest practitioners,
and that working on a wooden panel using glazes
enabled him to produce oil paintings with a luminous

brilliance that astonished his contemporaries.

1400
Gegffiey Chaucer,
author of The
Canterbury Tales,

died in Londan

CI400—1425
Yong Le, 3rd Ming
emperar, butlt the
Forbidden City' in
Beijing, using
200,000 fabourers

1400—1500 1436 1444

In Venice Giovanni Johannes Gutenburg Slaves were taken to
Spinetti produced inverited moveable Portugal from Africa
the first pians, type. The firse for the first time

the spiner' books were printed

ol rag Pr}}:‘ﬂ'



If Van Eyck’s work was able to show the world in a
remarkable degree of detail, other Flemish artists
offered other important naturalistic advances. Rogier
van der Weyden, Hugo van der Goes and Matthias
Griinewald invested spiritual and religious themes with
a new sense of clarity and purpose, paying close
attention to everyday objects and people, as well as
expressing a wide range of human emotions.

The invention of printing was another huge advance
in the North. Albrecht Diirer, a towering figure,
developed skills as a woodcutter and engraver and
combined these technmical skills with a dedication to
detail to produce sensitive, intensely beautiful works.
Diirer’s prints were more widely available as illustrations
in leaflets and books; it was no longer, therefore, just the
aristocrats who could enjoy pictures.

Up until this point, landscape was not considered to
be an appropriate subject in its own right. For the first
time, some northern painters, in particular Lucas
Cranach and Albrecht Altdorfer, painted the forests and
rocky terrain of their immediate surroundings —

paintings which had ne obvious story or message and

sometimes contained no human figures. Portraiture was
another genre of painting which started to have real
meaning in the North at this time — from the insightful
and moving work of Diirer to the dignified portraits of
the English aristoeracy by Hans Holbein the Younger.

If, in the South, it was a question of how best to
convey astounding new ideas, in the North the question
was more about whether painting should continue at all.
In the 15th century, the Netherlands was in a state of
turmoil. A succession of famines, wars and plagues, meant
that fear and uncertainty had displaced religion; the
growth of Protestantism led to pictures featuring any kind
of ‘popish idolatry’ being outlawed or even bumt. Painting
around the start of the 15th century, Hieronymus Bosch's
surreal and pessimistic vision seems remarkably prescient.
His crowded panels teem with medieval symbolism,
reflecting the uncertainties of the age and revealing a
terror of hell at its core. Bosch’s nightmarish scenes
influenced Pieter Bruegel (the Elder), whose genre
paintings of peasants going about their everyday lives took
art in a new direction, away from the overtly religious work
that had dominated painting up to this point.

1451 1500 1511
The Vatican Library The total papulation King Ferdinand of
was founded of the world rose to Spain announced:

H00 milfian, with
a guarter in Europe
and Russia

‘Get gold, humar dy
if possible, byt ar all
hazards, ger gold’

1545 1564 1588

The first Eurgpean William Shakespeare The Spanish
botanical garden was born Armada leff Lisbon
aoas cifabltihed for England, with
i1 Padua J0,000 men aboard

130 ships
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CLARITY AND NATURALISM

n | ""” AINTINGS THAT STARTED to

| -—

=

: appear in the Netherlands at the
- beginning of the 15th century
contained an extraordinary new depth of
pictorial reality. Rejecting the elegant
and decorative elements of the Gothic
style of the previous century, these works
offered a window into the real world,
providing plimpses of everyday interiors
and rendering surfaces in meticulous
detail. There was no finer exponent of
the new naturalism than the Flemish
master, Jan van Eyck (¢1390-1441).

Van Eyck portrayed the world with
an astounding degree of detail largely
because of his mastery of oil painting.
Working with his brother Hubert, Jan

van Eyck experimented with oil pigment,
mixing the colours with different oils, in
place of the egg medium used up until
this point by artists working in tempera.
This proneering, transparent medium
allowed him to create perfect surfaces

by building translucent layers of colour,
which lent a vivid, luminous intensity

to his paintings.

Van Eyck’s finest work, The Arnolfini
Moarriage, shows the full extent of his
technical virtuosity. The portrait of a silk
merchant and his bride-to-be is the first
double full-length contemporary portrait
in the North, as well as the record of a
marriage in the Middle Ages. Although
Van Eyck probably recreated the scene in

order to paint it, the work has a
documentary feel to it (we can

see the artist and another possible
witness to the ceremony in the convex
mirror reflection). The *action’ takes place
in an interior as richly defined as many
interiors in 17th=-century Dutch
painting, Van Eyck depicts the couple,
the interior of the room and the various
symbols within it with unique lucidity.
Details, such as the light hanging from
the ceiling in perfectly judged, receding
space, the aerl view of the discarded
shoes in sharp shadow and the fruiton
the window sill combine to indicate
painting’s now seemingly hmidess

potential to show the world as it really is.

» THE ARNOLFINI MARRIAGE, 71434 JaN vaN Evck
A double portrait of Giovanni di Nicolao Arnolfini and bis wife in an wpstairs room, most

fikely at their home in the Flemish city of Bruges. The wealthy couple actually married

seven years before the painting, so of does not provide a record of the proceedings as was

orice belicved, fuf was ‘perbap: commistoned as a celefration c_:f fhe Dn'ginm" event.
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Focus oON RELIGION

'HE NEW NATURALISM OF THE
Metherlands, best shown in the
intricate work of Jan van Eyck,

began to attract attention and, by the

mid-1450s, its influence was widespread.

Other Flemish artists, such as Rogier van

der Weyden (¢1400-1464), Hugo van der

Goes (1440-1482) and the German artist

Matthias Griinewald (c1470-1528),

worked almost exclusively with religious

themes, using a maturalistic approach
which gave their paintings a sharper sense
of purpose and clarity than ever before.

While there was a certain artificiality in

Van Eyek’s work — as if reality was

trapped under glass = the paintings of

some of these later Flemish artists are

warmer, more emotional and humane.

Van der Weyden was one of the most
influential artists of the 15th century.
He was the offidal court painter to the
Duke of Burgundy, Philip the Good, and
his paintings were despatched to Spain
and Italy, ensuring that his reputation
spread wider. His work was celebrated
for its close attention to detail and the
expressive pathos that he managed to
achieve through his moving depictions of
important religious scenes. In large-scale
compositions, like Depasition or Prefi, Van
der Weyden organizes his group of figures
in shallow pictorial space so that attention
1 focused on the grief etched on their faces.

This emotional intensity is also

found in the work of Hugo van der

Goes, who made large-scale paintings of

religious scenes, including the Portinari
Altarpiece, with its menumental figures
gathered around the infant Christ. Other
lesser-known northern artists made
religious paintings, but few were as
successful at combining the realistic
detail found in the work of Van Eyck
with the expressive power of Van der
Weyden or Van der Goes.

The painter whose work articulated
the darkest religious vision was Matthias
Griinewald, 2 German artist who focused
on themes of human suffering. His
masterpiece, the altarpiece for the hospital
church at Isenheim in Alsace, shows
in brutal detail the agony that Christ
suffered on the cross, his imbs contorted,
his twisted body covered in lacerations.

1 DEPOSITION, 1435 ROGIER vaN
DER WEYDEN

Dc[x:-sitinnﬁrum our atfention on grief.
The emotional charge of the painting is
Jurther heightened by the dramatic poses,
especially that of Mary, whose swoaaning
Jform echoes the broken body of her son.
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Huco van DER GOES
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OBSERVATION AND OBSESSION

“ HE LEADING ARTIST of the
northern Remaissance, Albrecht
Diirer (1471-1528), was born
in Nuremberg. His father was a
goldsmith who taught him how to draw
in silver point. As the line could not
easily be erased, this method forced the
artist to develop a superb linear
technique. This sparked a dedication to
close observation and exact rendering
which was reinforced by other early
influences. These included an
apprenticeship in 1484 to Michael
Wolgemut, the leading Nuremberg
painter and illustrator of the day.
Diirer learned the techniques of
woodcut engraving from him.
Diirer enjoyed great success early onin
his career and was swiftly acknowledged

» Young HaRrg, 1502

ALBRECHT DURER

T ghis intense watercolour study, Albrecht
Diirer paints a young bare from fife.

Young Hare is an exguisife example of both
Diirer’s extraomdinary powers of abservation
and b5 ability to go beyond a mere
depiction of nafure fo convey a sense of

wender and even awe,

as Germany's leading artist for his
draughtsmanship. His output was
prodigious; he completed more than 200
woodeuts during his lifetime. From 1496
onwards, he made several trips to Italy
where he was profoundly affected by
the revolutionary changes taking place.
Unlike many artists of the northern
Renaissance, he studied artists such as
Leonardo and Bellini, whose use of
colour he particularly admired, and
produced several oil paintings showing
the Italianate influence. What is most
distinctive about all of Diirer's work is its
obsessiveness, revealing a relentless desire
to expose the inner truth of the subject.
Diirer produced several self-portraits,

which in itself was something quite new.
The self-portrait of 1498 shows the artist

asa dignified, confident traveller -
ringletted, dressed in fine, noble
garments and striking a pose before a
landscape in which the ice-capped
distant mountains recall his travels to
the Alps. Diirer clearly saw himself as a
Renaissance man; he was deeply curious
about the whole intellectual background
to the Renaissance movement and wrote
treatises on the subject. Significantly, he
was chiefly responsible for introducing
the Renaissance ideas and achievements
he discovered in the South to the North.
Diirer's real fame lay, however, in his
detailed graphic work — the etchings,
woodeuts and watercolours — which
demonstrate his unique ability to depict
the world around him with scientific

accuracy, as well as sensitivity and prace.

¥ SELF-PORTRAIT, 149§

ALBRECHT DURER

This self-porerait of the artist at 26 is one
of three that have been preserved With bis
bair in ringlets, Direr appears from the
watst up, weartny elegant black-and-white
attire that pives him something of the air
of an ltaltan gentleman. Prior fo this,
painters bad never been depicted with such
poire and sophistication,



NORTHERN RENAISSANCE




EARLY LANDSCAPES

P UNTIL THIS POINT IN THE

15th century there had been no

such thing as landscape
painting. Prior to the Renaissance, the
views on display were often heavily
stylized with trees that looked like
lollipops and steeply stepped hills that
wove unconvincingly into the distance.
For the first time, northern painters, in
particular two German artists Lucas
Cranach the Elder (1472-1553) and
Albrecht Altdorfer (c1480-1538), started
to look to the pine forests and rocky

terrain of their immediate surmunding_s

for inspiration. Both artists were part of
the Danube School, a loose grouping
of artists committed to exploring the
German landscape.

Lucas Cranach the Elder was just
one year older than Direr, but his work
does not show the same degree of
unswerving concentration as the younger
artist, although he too produced work
with an amazing degree of naturalistic
detail. While he did not produce pure
landscapes, Cranach made the dark
forests he grew up with an important

feature of his work. Some of Cranach's

& THE STac HunT OoF THE ELECTOR FREDERICK THE WISE, 1529

Lucas CRANACH THE ELDER

As court painter to the elector of Saxony, Cranach was duty-beund fo provide the court with

portraits of the ruler and bis family as well as vecords of fmporfant occasions. This hunfing

picture records bow sfags were chased into the water fo enable the court party fo finish them

off more easily.

nudes look contrived and awkward,
although occasionally he managed to
integrate figures more successfully into
his rural settings.

Albrecht Altdorfer was not a
traveller, unlike Diirer whose
topographical watercolours of the Alps
he much admired. However, he made
frr_‘:qui:nl trips a.l()ng the River Danube to
make paintings in which the landscape is
the only focus of attention.

In The Danube Valley, there are no
people at all, just an enormous sweep of
5|ﬂ:}-’ in which clouds are massing; the
dense forest sits brooding, and there’s a
distant view of blue mountains. The
overall effect is romantic and yet there's
a subtle, almost imperceptible sense of
foreboding. Here Altdorfer becomes
the first real artist to understand the
overwhelming, emotional impact of
landscape. Other works show tiny figures
dwarfed by nature, although in seme epic
battle scenes the overall effect is less

expressive and more morally prescriptive.

» THE DANUBE VALLEY NEAR
REGENSBURG, ¢1520

ALBRECHT ALTDORFER

In creating a landscape devoid of peaple or
buildings and emphasizing the romantic
gualities of light and space, Altdorfer was
one gf the first artists to understand the
buge emotional pawer of pure landscape,
Altdorfer became a cifizen of Regenshurg
tn 1505, and later a surveyor of the

rﬂ‘_v]: buf.ﬂfug:.
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INVENTIVE FANTASIES

W~ "W Eronymus Boscu

i 1 (c1450-1516) took his name
. AL from his native Dutch town
of s'Hertogenbosch. Details of his life
are sketchy, although it is known that

he was a member of a local religious
brotherhood, 4 Catholic group working
for the spiritual improvement of his
town. He also designed stained-glass
windows. If his religious beliefs were
quite orthodox, however, the majority of
his work certainly was not. If you look at
Van Eyck and Van der Weyden, the two
most influential painters in the Northern
Renaissance, there is almost no similarity
to Bosch. The only stylistic influence
that can be linked to Bosch are the
miniature stories found within medieval
illuminated manuseripts.

Bosch's paintings present

transcriptions of biblical scenes which
he embellishes heavily with his own
iconography of signs, symbols and
allusions to expose the many temptations
that are put before man and the fearful
consequences that may result for the
sinner. His work is both a remarkably
profound comment on the human
condition as well as an expression of the
medieval worldview; this, with its
pessimism and terror of hell, held sway
until the Protestant Reformation took
hold in the 16th century.

Unlike many of his contemporaries,
Bosch didn't use underpainting, but
painted directly on to the ground, relying
on his skills with the brush. The Garden
of Earthly Delights is one of his most
important works, consisting of a series of

four paintings on folding panels. The

central panel depicts a seething mass of
pale, slender, human bodies seeking
gratification through sensual pleasure.
These are not fully realized human
beings but gothic types, whose purpose
18 to drive home the moral message.
Bosch's extraordinary vision incorporates
many elements of bizarre fantasy as half-
human, half~animal ereatures parade in a
fantastical setting of imaginary buildings,
parks and rivers.

Bosch'’s work was admired during his
own lifetime and Philip IT of Spain was
an avid collector for a while after the
artist’s death, Bosch's crowded, energetic
work undoubtedly influenced his
contemporary, Pieter Bruegel the Elder.
He was then largely forgotten until the
19th century, and rediscovered again in
the 20th century by the Surrealists.

» THE GARDEN OF EARTHLY DELIGHTS, HELL (detaii — right panel), 1500

Hicronymous BoscH

Boschs large triptych gives a defailed account of the creation of the world before and after

wan fas succumbed to the seven deadly sins. In Hell, forments and borrovs await all those

whe have !ramgrfﬂedaﬂd Basch .a’u{y d;s:pir:;ﬁgurﬁ distarfed by avarice andg[uttﬂﬂy, I

well as a giant bird feeding on human flesh.
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COURT PORTRAITS
AND MINIATURES

HE ProTesTanT REFORMATION

- inspirtd b_y the tr:uchings of

Martin Luther - pnwuktd a
crisis in the arts as Catholic imagery was
denounced as ‘idolatrous’. Protestants did
not condemn all art — it was Catholic
religious art they were mainly against -
but it meant that there were suddenly
very few, 1f any, COMMmissions for
puintl:rs. Some artists became redundant
and many chose to pursue allied or, in
some cases, unrelated occupations.

Hans Holbein the Younger
(1497-1543) worked initially in his
father’s workshop in Augsburg, but left
early in his career to live in Basel. By
1516, Holbein had started to paint
portraits that were exquisitely rendered
in the realist manner. Between 1517 and

1519, his style became n()ticr:ubl}' softer,

» THE ErMINE PORTRAIT, 1575
NicHOLAS HILLIARD

Ermine was the symébol of royalty and dose
inspection reveals that the animal is
wearing a mintature gold crown around ifs
collar. Eftzabeths dark bejewelled goron
symbolically retnforces the gravity of the
painting and its subject matter — her sword
of stafe rests on the fable beside her and

stands for justice,

showing how the innovations of the
Italian Renaissance were now filtering
thmugh to the North. B_@-' 1525, there
was a great deal of unease and strife in
Basel as the Reformation began to
spread throughout Europe. Holbein
decided to go to England and set sail
with a letter of introduction to the King’s
Treasurer, Sir Thomas More, from one of
his sitters, the Dutch scholar Erasmus.
Although King Henry VIIT was
committed to Protestant reform, there
were openings in England - a country
that had no history of artistic greatness -
for a talented artist like Holbein, He
painted a portrait of the More family;
this was an important landmark as it was
the first time anyone had painted a

group portrait ofa fumil}' at home.

On a second visit to Englund n

1532, he was introduced to Henry VIII
and produced a series of outstanding
court portraits, inuluding one of the king
with his third wife, Jane Seymour.

A shrewd yet respectful eye meant that
he steered a fine line between beautifying
his subjects and exposing them warts
and all; his dispassionate, non-
judgtml:ntu] style ensured that he
retained his position as the leading artist
in the Tudor court.

In later years Holbein turned to
miniature painting (or imning),
fashioning tiny portraits of his sitter's
head and shoulders and picking out
details with a fine brush. His only
successor of any real note was the
English miniaturist Nicolas Hilliard,
who was appointed as limner and

goldsmith to Queen Elizabeth Tin 1562.

» PorTRAIT OF EDWARD VI, PRINCE OF
WaLEs, 7538 Hans HOLBEIN

Edward VI became King at the age of nine
and bis entire rule was conducted &y regents
as e never reached maturify, dying at

the age of 15. He was a gifted pupil and
Holbeins portrait of the young boy with

if5 serious expression emphasizes this

infrospective, academic side.,
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CLOSE TO THE LAND

IETER BrUEGEL (£1525-1569)
was the last, and one of the
greatest, of the 16th century
artists from northern Europe. Many
details of his life are uncertain, but he
was born and lived in Antwerp. (He
spelt his name ‘Brueghel undl 1559
when he lost the 'h, but for some reason,
long since forgotten, his sons clung on to
the original version.)
His early works clearly show
the influence of Bosch; the inventive
distortions of the Tower of Babel are
a particularly pood example of his
exaggerated fantasy style.
Bruegel was a highly educated,
cultured man who had an extensive

knowledge of myth and legend. He went

on a two-year trip to France and It'al_'!.f in
1552, but was largr]_!.r unaffected b}-' the

quest for ideal classical form that he
undoubtedly came across in Ttaly. He
did, however, make detailed studies of
the Alps on his journey home, and these
form the basis for many of his later
landscapes. On his return, he turned to
the peasants and the countryside around
his native Antwerp for inspiration, often
adopting a disguise to mingle with the
ordinary working people in their raucous
celebrations. He became known as
‘Peasant’ Bruegel on account of his
lively genre scenes which are at once
affectionate and mildly satirical.

His real greamess Lies in his
depictions of landscape, in particular the
series of landscapes illustrating the
seasons of the year. Hunfers in the Snow
[Dc’:ember/fammr}l), 1565, with its

muted palette and frozen wastes, 1s an

outstanding example, as it truly makes
us feel what it was like to inhabit the
physical world he portrays. Bruegel was
fascinated by those who worked on the
land and was keen to convey the
differing relationships man had with
the landscape, shown at times as
overpowering and also capable of
engendering feelings of great wellbeing,
During the last six years of his life
Bruegel’s style changed: his figures got
bigger and there is a more sober and
concerted attempt to illustrate proverbs
and moral epithets. His work was much
admired and there were many who tried
to imitate him. Bruegel had two sons
who became artists; Jan Brueghel
(1568-1625), the second son, was the
more successful, becoming renowned for

his delicate flower paintings.

1 PEAsANT DANCE, 1568

PiETER BRUEGEL (THE ELDER)

Bruegel became known as Peasant’ Bruege!
on account af bis paintings of facal folk
merrymaking, feasting, and working in the
countryside. These genre scenes are works
without malice, yet contain anecdofal detatl
that reveal much about buman nature. Note
the fively tnteraction of the group around
the table and the couple hand in hand in
the foreground, rushing to join the dance.
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« HuwTERs 1IN THE SNOW (DECEMBER/JANUARY ), 1565 PIETER BRUEGEL (THE ELDER)

From Bruggel s original group of paintings depicting landscapes and buman activities
through the seasons, only five bave survived and, of these, Hunters in the Snow i
the best known. In this fimeless scene, the countryside is in the grip of winter and the
three hunters refurn with only @ meagre rabbif in return for their efforts.




THE

BAROQUE ERA

ctboo—-1700

t was in Venice at the tail-end of the Renaissance

that Titian first started to create an entirely new

direction for painting with his loose, expressive
brushwork and brilliant colour sense. This in turn was
picked up by another Venetian painter, Tintoretto,
whose grand compositions in churches with their
exaggerated sense of space start to show the influence of
Mannerism. Covering the period in art between the
High Renaissance and the Baroque, Mannerism was
primarily a linear style that distorted the human form in
exaggerated and sometimes otherworldly settings.
Tintoretto and El Greco were artists whose work
featured some of the chief characteristics of Mannerism,
including discrepancies in scale and harsh colour. But
the style is best exemplified in Parmigianino, whose
compositions were experiments in the distortion of
space and the elongation of figures.

Then, at the start of the 17th century, at a time when
most of Europe was facing great political, religious and
social upheaval, a new type of art emerged. The Baroque
style began in Rome and flourished particularly in Italy,

Spain, Germany and Austria. The name Baroque was

1604 1605

Cervantes The firse scientific
finished the first description of the
modern nove, dadls appeared from
Don Quinote Duteh botanist,

Carelus Clusius

applied retrospectively to this particular style and has
come to be associated with paintings with vigorous
movement and emotional intensity. Baroque artists
pushed forward the naturalistic achievements of the
Renaissance in creating an ever more convincing illusion
of reality, but went further in wanting to involve the
spectator in the drama. These paintings were about
substance — distilling solid, believable human beings out
of light and shade and placing them on a stage where
they could act out a human drama. Typically, works
featured strong contrasts of light and shadow which
enhanced the dramatic effect, rich colour and expressive
gestures. The interplay of different diagonals on the
picture plane also added a distinet sense of dynamism.
One of the greatest figures of the Baroque era was a
sculptor — Gianlorenzo Bernini (1598-1680) — whose
colossal marble sculptures and epic architectural designs
exuded energy. At the same time, scientific advances
such as those in astronomy, philosophy and physics, as
well as the development of printing, were taking place
against a backdrop of religious tensions between

Catholics and Protestants. In response to the Protestant

1614 1614 1619

John Napier The Church foreed The first slaves

invented logarithms Galileo fo vecant arrived in British

to advance the field after he suggested North America

gf mathematics the earth revelve aboard a Dutch
round the sun wessel



Reformation of the early 16th century, the Catholic
Church embarked in the 15505 on a programme of
renewal known as the Counter-Reformation. The
Baroque movement took root in countries where
Catholicism was revitalized by the Counter-
Reformation. Following an agreement in 1609, the
Netherlands was divided in two: the Protestant
Netherlands (or Holland) and the southern Catholic
Netherlands (Belgium and Flanders). Ruled by a
Spanish archduke, Flanders became the stronghold of
Catholicism in northern Europe, with Protestantism
continuing to hold sway in Holland and England.
During the Renaissance, Florence and Venice were
the key artistic centres in Italy, but during the Baroque
period, Rome became the hub. In 1592, the great Italian
painter, Caravaggio, moved from Milan to Rome, the
destination of many other European artists at this time.
Caravaggio was an unorthodox artist; he worked from
real-life models with no preparatory drawing, often
upsetting the priests who commissioned his work. By
contrast, Rubens was a Flemish Catholic whose work

and life were more ordered and caused less CONtroversy.

Much admired for the way his works balanced passion
and reason was the Flemish Baroque portrait painter
Anthony van Dyck. In Spain, Baroque art was largely
devotional in nature and Veldzquez was its greatest
exponent, producing his own inimitable, dignified vision
of human reality.

It was the Dutch vision that came to characterize the
era, with several artists contributing to what came to be
known as the Golden Age of Dutch painting.
Rembrandt, who lived and worked in Amsterdam, was
the most celebrated of these artists, with a unique gift
for producing portraits giving insight into his sitters.
There was also a number of Dutch artists who looked to
their immediate surroundings and produced either
sumptuous still lifes or vital evocations of landscape.

Both Claude and Poussin in France were painting in
the classical landscape tradition, although the emotional
intensity of their work makes it part of the Baroque
tradition. Towards the end of the 17th century, the
Baroque gradually became more ornate and eventually
gave way to the altogether lighter and more decorative

style of Rococo.

1620 1666 1682
The first pilgrims The Grear Fire of William Penn began
arrived at Plymouth London began in Fennsylvania as a
Rock aboard the Pudding Lane, then Haly Experiment’
Mayflazoer destrayed four-fifths based on Quaker

sf London principles

1683 1685 1690

Vienna surotved The Edict af Nantes, William of Orange
a gricelling three- granting freedom of won the Battle of
month sicge by the wwarshin, was revoked, the Boyne, fouching
Turkish army causing Protestants off three centuries of

to flee France

reltgions bloodshed



FREE EXPRESSIVE BRUSHWORK

1TIAN [c1488-1576) was the Titian enjoyed a meteoric rise and Rome at the age of 60 when Titian was

most important Venetian became the favourite painter of wru]th_y invited to stay as 4 guest of the Vatican.

painter of the 16th century and intellectual circles in Venice. He is believed to have ived untl he
one of the greatest and most versatile His work was wide-ranging, was 90, when he finally succumbed t©
artists of the Italian Renaissance. encompassing portraits, religious subjects a plague epidemic.

Born in the Dolomites, Titan went and mythological scenes. Although often Titian was 4 painter who revelled in
to live in Venice as a boy where he was reluctant to travel, Titian was inundated his chosen medium. He applied oil paint
first apprenticed to a maker of mosaics, with offers from the rulers of Ferrara, freely, using fingers as well as brushes,
before IeCeIving training in Giovanni Urbinoe and Mantua. His paintings tell anticipating the modern {:mplmsis on
Bellini's studio. He then entered us much about Ttaly’s most powerful employing materials in a direct,
Giurgionr's studio, thus ensuring the tamilies of the time; he p':linlﬁd the EXPressive manner. He [JL"\.-'I:lﬂpt{J his
best schooling he could have had in young grandmn of P{jpf_‘ Paul TV for own technique, applying glazes and
Venice at the time, example, as well as the infant daughter of  bright colours over an underpainting.

Titian’ first MAjor COmMMmISSIon was the aristocratic Strozzi i":ll:l’]il}‘. He first In a sense, light and Iandsr_'n[n:
to complete three frescoes in Padua, met Emperor Charles V in 1529 and was became his subject matter, his work
Then, in 1516, after both his early appointed court painter in 1533. He exuding confidence and a great sense
mentors, Giorgione and Bellini, had also worked for his successor, Philip 11 of wellbeing, His warm, rich palette
died, he was ﬂpp{)intf:d official painter of Titian's stature was as great as that of has influenced painters and painting
the Venetian republic. At this point, Michelangeln, whom he finally met in EVer since.

¥ A Man wITH A QUILTED SLEEVE,
1510 TiTiaN

F Davin's VicTory ovER GOLIATH,
1542 TiTIaN

An early work by Titian that was believed Commissioned for the ceiling of a church
fo be a portrait of the Italian poet Ariosto, in Venice, Tiftans David and Goliath s

but the sitter has never been firmly designed fo be seen from below. The

identified. Rembrandt used the portrait as dramatic nature of the event is conveyed
a model for his own Self-Portrait at the through the theatrical lghting and
Age of 34. Note the extraordinary realism contorfed poses, with the figure of Goliath

of the sleeve, seemingly about fo fopple down on us,
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HEIGHTENED

AND TENSION

HERE WERE TWo other great

Venetian artists in the latter

half of the 16th century besides
Titian. Their work tells us much about
the city in which they lived and worked,
as well as making for an interesting
contrast in styles. Jacopo Tintoretto
(c1518-1594) was one of Titian's pupils
and 1t 15 said that the master was jL‘.'d.I(JLl.‘i
of his talented pupil, who declared that
his aim was to surpass the drawing of
Michelangelo and the colour of Titian.

Tintoretto came from a relatively

humble background; his father dyed
cloth, and he lived all his working life in
Venice where he painted mainly religious
subjects and portraits. He worked hard
for success and used all available means
to secure commissions, including

undl.‘rcu!ting his rivals' rates.

a CruciFixion, 1565 TINTORETTO

Tintoretto often used a ma?m’n‘e. a
small seale model, to help him plan his
paintings. He positioned wax figures
under artificial light to see how
they affected the composition. His
crowded pictures, featuring writhing,
foreshortened figures, are full of
movement and drama in the Mannerist
style. In the mature works, his passionate
vision produces a sense of suppressed
excitement; it is as if something
incredible 1s about to happen. His talent
for storytelling emerges in his paintings
for the Scuok di San Rocco, which
depict the life of Christ in a dark and
otherworldly light. El Greco's work
clearly shows his influence.

Paolo Veronese (c1528-1588) was
born in Verona, on the mainland

territory of Venice. He was primarily a

Tintoretto’s Cructfixion fn the Scuofa di San Rocco is a vast dramatic scene 10 which the

numerous spectators revelve around the central figure of Christ on the oress. Writing about

Crucifidon, Henry James said: ‘Surely no single picture in the world confains more of human

life; there is everything i if, indluding the most exquisite beauty.”

DrRAMA

decorative painter whose flattering style
played up to the vanity of the aristocratic
Venetian families in the 16th century.
He also specialized in religious scenes,
set incongruously against opulent
Venetian backgrounds.

Veronese was interested in dramatic
narrative, conveyed with sumptuous
colour and tone. His acute eye for the
appearance of things and the way in
which he managed to capture the
luxurious surfaces of jewellery, silks and
satins ensured his popularity.

Veronese's seemingly uncomplicated
but powerful vision contrasted with the
controversial approach of Tintoretto.
However, in later vears, Veronese faced
an Inquisition tribunal to explain a
number of ‘irreverent and offensive

elements’ in his Lass Supper.

» THE WEDDING AT CANA (detail), 1563
PaoLo VERONESE

At the wedding feast af Cang, Galilee (Jobn
2:0-12), Christ firse performed a public
miracle, furning water info wine. In this
defatd focusing on the musictans, Veronese
bas used himself and bis artist friends as
models — Titian is dressed in red holding

a contrabass and Veronese is in a white

funic with a viel






DISTORTION OF FORM

ANNERISM DESCRIBES 4n

affected, self-conscious and

contrived style that first
appeared in painting, architecture and
sculpture towards the end of the
Renaissance period. A reaction against
classical harmony, Mannerism relies on
ambiguity and a search for new forms to
pr{)ducr compositions that feature
distortion, ambiguous space and
unnatural colour. The archetypal
Mannerist is the painter Franceseo
Parmigianine (1503-1540).

Born in Parma, Parmigianino went
to Rome in 1523 where he started
experimenting to create his own idea
of feminine beauty. The resulting

distortions and elongations were not to

t\-“t‘l‘}-‘{)ntr!i taste and some denounced his

work as too artificial. His later works

include the much-celebrated Madenna of
the Long Neck with the Virgin’ unfeasibly

long, vet gracefully tapering pale neck
and shoulders.

¥ RESURRECTION, CI597—1604

EL GrEco

o the Rtsurrm:tian‘t}anf!; part of a three-
level altarpicce for the church of the Colegio
de Dosia Marta de Aragin in Madrid,
expressive distortion and intense drama are
combined. In this, one of EI Grecos most
celebrated works, Christ bursts forth from
bis tomd and sucks the waiting figures

ypwxzrd; fowards the heavens.

El Greco (1541-1614, »#¢é Doménikos
Theotokopoulos) was born in Crete.
A whn]]_v (Jriginal and visionary painter,
he was the greatest exponent of the
Mannerist style. El Greco initially
painted icons in the Byzantine tradition,
but after moving to Venice in 1560,
his work, with its harsh contours and
dramatic light and shade, clearly revealed
the profound influence of Tintoretto.

Michelangelo also had a significant

impact on his dc'\-'r]npmcnt.

By 1577, El Greco was in Toledo,
Spain where he remained until his death.
Here his mature st_v]r: evolved;
characteristically his paintings were
composed of dynamic, elongated figures
flickering cerily almost like flames. All
the movement sweeps upwards towards
the top of the painting; the light, rapid
brushstrokes and acidic colour add
intensity to an already fervid vision. It is
believed he may have used mirrors and
other optical aids to achieve some of
these distortions.

The legacy of the Counter-
Reformation meant that Catholic Spain
was the natural spiritual home for
someone with such intense religious
beliefs. Toledo was a key Catholic city
and El Greco was able to find wealthy
patrons there as well as in Madrid,
although he had little success in securing
r{:-}-'a.l patronage. His strange, uniqut and
forceful vision was much admired in the

20th century by the Expressionists.

» Manonna oF THE Long NECK, 7534
FRrANCESCO PARMIGIANING

This strangely unbalanced composition,
with its distortions of the Madonnas neck
and shoulders must have confounded
confemparary idear of beauty and harmony.
InThe Story of Art, EH Gombrich
suggests that the infention was fo show bow
a solution that was based nof on harmony
but discord conld achieve an equally

inrerﬁfing and tmaginative effect.






DRAMATIC LIGHT AND SHADE

¥ THE START OF THE 17th

century, Rome had become the

main artistic centre in Italy,
with Florence and Venice declining in
importance. The Counter-Reformation

had revitalized Catholicism in Italy and

nowhere was this more evident than in
Rome, the city to which the painter
I\-‘Iicht!al:gdu Merisi da Curuvuggi(}
(1571=1610) moved in 1592, At this
point Caravaggio was still a relatively
unknown artist with few commissions.
However, all this changed in 1596
when he was engaged to pant frescoes
for the Contarelli chapel. His
St Masthew series caused a sensation
and was condemned as ‘vulgar and
sacrilegious’ by the dergy.

Caravaggio was a forceful and

volatile character, capablt of acts of

violence. However, 1t is for his
controversial working methods rather
than his temperament that he should be
remembered. In rejecting the Renaissance
search for ideals, Caravaggio declared
he wanted to study nature and chose
ordinary working men and women as
models. His method of painting directly
in oils from models was revolutionary
and led to another vital innovation, his
use of chrarescurs, or extremes of light
and shade. His remarkable technique,
with its concentration on dramatic
gestures and down-to-carth realism,
showed just how posturing the previous
Mannerist style had been.

Caravaggio had influential patrons
who pr{:tl:r_'ttd him, but his naturalistic
tl:r:l'miqut both offended and a[,]ptu]l:d to

the Catholic clergy, because l‘ht‘}-’ feared

& THE CALLING OF ST MATTHEW, 1598 CARAVAGGIO

Caravaggeas first mafor church commission, this painting depicts the moment in the Gospel of

Matthew when Jesus sees Matthew af bis seat in the custom house and says fo bim, ‘Follow

me’. Pictured around the table in the gloomy interior are @ group g;"fmprm:'w Fystanders.

that the dramatic impact of his work
might help lure strait-laced Protestants
back into churches.

Then, at the height of his success,
he was obliged to flee Rome, having
killed 4 companion in a brawl. He died,
aged 37, from malaria.

Caravaggio’s influence lived on
particularly in the work of Artemisia
Gentileschi (1593-1651) who met
Caravaggio through her painter father.
She had a turbulent start to her career,
having been raped at 19 by her tutor.
Her work has a similar dramatic quality
to Caravaggio’s, with figures emerging
with great strength and vitality from the
deepest shadows. Gentileschi painted
five versions of the brutal biblical story
of Judith daying Holofernes, and it is
hard not to interpret this as symbolic of
4 woman painter’s determination to
overcome adversity. Significantly,
Gentileschi was the first fermale member

of Florence's Academy of Art.

¥ JuniTH AND HOLOFERNES, 1620
ARTEMISIA GENTILESCHI
In the biblical story, Judith ook ber revenge

on Nebuchadnezzars general, Holofernes,

Jor taking her bostage by decapitating bim

when be was drunk. Gentileschi painted this
smage of Judith several times. In this
version, the violent act is portrayed in a

dispassionate and unromanticized manner,






VoLuPrTUOUS NUDES

¥ THE I7TH CENTURY, Flanders
was the main stronghold of
Catholicism in an otherwise
Protestant northern Europe. In 1609,
an agreement separated Belgum
and Flanders from the rest of
the Netherlands in the North; the
southernmost region remained under
Spanish rule. Following the Counter-
Reformation and the reassertion of the
Catholic church in both Flanders and
Spain, the two countries became a
breeding ground for religious idealism.
It was against this background
that Peter Paul Rubens (1577-1640)
launched his career in Antwerp, the most
prosperous city in Flanders. In 1600,
Rubens went to Ital_y to stud_y and
travelled widely over the next decade. He

visited Spain where he became friends

with the Spanish master, Vrlaisqucz. A

cosmopolitan and magnanimous man,
Rubens took elements from many
different sources, such as I\-‘Iich{:]angtlo,
the Venetian master Titian and
Caravaggio, and fused them into his own
style. Rubens exemplifies all that has
come to be known b_v_.n' the term Ba.r()ql.u:.
His religious paintings contain
outpourings of genuine emotion. There's
a feeling for light and colour, as well as a
clarity of purpose that sugpests a deep
sincerity and optimism.

Rubens spoke many languages and
was regarded as a diplomat due to the
many connections he managed to secure
both at home and abroad. From 1609 to
1621, he was court painter to Albert and
Isabella, rulers of the Netherlands, and
after Albert's death in 1621, Rubens
became an adviser and diplomat for

Isabella. He also acted as a spectal

1 RAPE OF THE DAUGHTERS OF
Leucierus, 1616-17

PETER PAuL RUBENS

In Greek mythology, Leucippus was the

Jather of Phoche and Hilaeira, who were

abducted by fro young men known as
Castor and Polydences, With #is warm
tones, dramatic lighting and swirling
composition, Rubens romanticizes the
brutality implicit in the narrative and

distances the viewer from ifs implications.

adviser to Marie de’ Medici, the
widowed Queen Mother of France, and
produced paintings for the Luxembourg
Palace on the left bank of the Seine.

In 1629, he visited the court of Charles 1
in England where his vigorous style was
much celebrated.

His sizeable studio produced
countless portraits, landscapes, religious
and mythological scenes as well as
altarpieces. Towards the end of his career,
his brushstrokes became freer and he
produced work in which the surfaces were
incredibly well rendered. These include
paintings featuring his well-known,
voluptuous, fleshy nudes — a Flemish
artistic convention equated with prosperity
~which Rubens painted after studying
classical sculptures. Rubens was a great
influence on many painters, im:luding

Van D}-'ck, Watteau and, kater, Renoir.

» THE ToLET OF VENUS, 01613

PETER PAUL RUBENS

Seen ar the depiction of ideal female beauty
i western art, Venus the goddess of fove,
entranced by ber own reflection, was a
commonplace subject in the Renaissance and
Barogue eras. Rubens’ Venus, however, gazes
nof at berself in the mirror, but at the effect

that her beaunty has upon the viewer,






FRENCH NEO-CLASSICISM

HILE MANY OF THE GREAT

landscape painters of the

17th century were Dutch,
two of the most important landscape
artists of the ime were French. Both
Nicolas Poussin (1594-1665) and Claude
Lorrain (1600=1682) were born in
France but chose, like many of their
contemporaries, to live and work in
Rome. Both artists’ work shows the
strong influence of the clssical
tradition in Italy.

Nicholas Poussin left France for

Rome in 1624 where he qujckl_-_.f secured

important patrons. Poussin wasn't
entirely impressed by the work that he
saw there, n:ji:f_'ting the affectations of
the Mannerists, but finding the

naturalistic masters painting in the

Baroque style too unrefined for his taste.

Instead, Poussin chose to study Italian
High Renaissance masters, particularly
Raphael and Titian, along with antique
sculptures. He also worked in the studio
of the arch-classicist Domenichino,
Poussin came back to Paris from
Rome in 1640, summoned by King
Louis XIIT and Cardinal Richelieu to

~ RINALDO AND ARMIDA, 1630 NicHOLAS PoussiN

Poussin was inferested in storytelling and the subject is from the Italian poet Tassos barogue
poem, Jerusalem Deelivered’ (7580). The Saracen sorceress Armida is about fo kill the
Christian warrior Rinaldo, but love stops ber from committing the deed. Instead, she fakes

bim auway fo a magical wland where he becomes infatuated with her

supervise the decoration of the Louvre;
he returned two vears later and Sl"rl}-'i_‘d
there for the rest of his life.

Poussin was a supremely intellectual
artist, believing that paintings should
appeal to the mind as well as the eye.
He imposed order on his smooth, highly
finished, idealized landscapes using
models of miniature stage-sets to |1El|:|
him perfect his compositions.

He brought a delicate and dignified
approach to history and mythology,
rejecting the emotional side of Baroque
while bringing to it an austere,
restrained classicism.

Chiude Lorrain was a fellow
inhabitant of Rome but more of an
intuitive artist than the cerebral Poussin.
Claude was known primarily for his
masterly treatment of soft, g{}ldcn light
which he often observed first hand by
painting outdoors. He used mythological
and biblical stories as the basis for his
compositions, but adapted these, drawing
upon the muntr_j.fsidc of Cumi:agna
around Rome for inspiration. Typically,
his COmMposIions feature a vista over low-
lying countryside, with carefully placed
antiquities and ruins helping to evoke an
atmosphere of calm and nostalgia. Both
Poussin and Claude dominated this
genre in the 17th century and had many
imitators, notably the Neo-Classical

school in late-18th-century France.
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~ A PasTorAL LANDSCAPE, 1577 CLAUDE LORRAIN

A late painting by Clande for the Roman aristocrat, Prince Lovenzo Colonna, who

commissioned at least eight other works from the artist, Like many of bis works, the franquil
maod of a group of people with musical instruments calmiy enjoving the landscape evokes the

postoral amusements of ancient Rome.
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CHARACTER STUDIES

AND ROYAL PORTRAITS

URING THE Barogue pERIOD

portraiture became

increasingly important.
With the decline of religious authority,
particularly in Protestant countries
such as England and the Netherlands,
powerful secular rulers wanted to stamp
their authority by having their likenesses
displayed for all to see. Flemish artists
Rubens and Anthony van Dyck
(1599-1641) painted images of these
wealthy and powerful individuals dressed
in their lavish robes. These were carefully
designed to flatter, but often revealed
much of the character within as well.

Van Dyck realized that portrait

painting could be a passport to success in
an increasingly secular age. After
becoming chief assistant to Rubens,
Van Dyck travelled extensively in Italy,

painting portraits in Venice and Rome.

¥ CHARLES ], c7635

ANTHONY VAN DYCK

Fan Dyck was court painger fo Charles 1
and was knighted by bim in 1633.

He painted several different portratés f

the Kiﬂg, fmfyd’fng this one in .b:mfinggfar

in which he worked hard to flatter the
meonarch through the dignified stance and

elegant silk attire,

He returned to ﬁnmrcrp, then ﬁna]l}-'
settled in England in 1631 as court
painter to Charles 1. He made many
portraits of the King, lending him an
air of refined nobility and intelligence,
while at the same time becoming the
chief chronicler of the court and its
elegant Cavalier style. Van Dyck received
a knighthoed in England and his
influence on English portraiture has
been profound and enduring.

Group portraits were produced in
greater numbers during the Baroque
period, particularly in the Netherlands.
And one of the first painters to excel as
a group portraitist was the Dutch
painter Frans Hals (c1582-1666),

a contemporary of Rubens and
Rembrande. Hals was also one of

the first artists to use oils without

undtrp‘dinting, applying paint dirm_'r]:.f to

the ground. This gave his work a textural
quality, the lively brushstrokes capturing
the most fleeting of facial expressions.
Hals' spontaneous, almost impressionistic
style introduced 4 more informal note
into portraiture in the 17th century. He
painted people without idealizing them
as Van Dyck had done.

The female artist Sofonisha
Anguissola (¢1532-1625) was also a
significant painter of portraits and self-
portraits. Born and trained in Lombardy,
Italy, she was appointed court painter
to Philip IT of Spain in 1559 and was
visited by Van Dyek in Genoa towards
the end of her long career in 1623.
Anguissola made much use of the
half-length portrait, and was keen
to search for an emotional truth behind
her likenesses, which included several

paintings of herself.

¥ SELF-PORTRAIT AT THE EASEL
PAaINTING A DEVOTIONAL PANEL, 71556
SOroNISBA ANGUISSOLA

Sofonisha Anguissolas gender and social
class meant she was restricted fo making
portraits of berself and members of ber
Jamaly. Because of this, she was able fo
develop a more intimate, informal style of
porraiture, in which ber largely female
subjects were shown following a range of

inferior pursuils such as chess or painting.
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A FEELING FOR HUMANITY

| HE SpamisH Harspure
dynasty was marked by
religious zeal and King Philip
IV, like his predecessors Philip 1T and
Philip III, ensured that devotion to
Catholicism was maintained by means of
the Spanish Inquisition. This meant that
any artist producing work considered
unorthodox or heretical could be subject
to persecution by a specially appointed
council. It was against this backdrop
that, at the age of 24, Diego Velisquez
(1599-1660) became court painter to
Philip IV. Velisquez's early work showed
the strong influence of Caravaggio with
its dramatic light and shade and a strong
streak of grim realism that was much
admired i Spain. Even in his early
religious paintings, Velisquez was

developing a new naturalistic style in

which the figures were based on real
people rather than idealized types. From
the time of his appointment as court
painter to the end of his career, his
paintings of Spanish royalty and life at
the court are remarkable for the insight
they give into the human condition.

Born in Seville, Velisquez trained
under Pacheco. Early in his career,
Velisquez made a type of genre picture
known as a sadegone (literally Spanish for
‘tavern’), which has come to mean a still
life picture based on a scene from a
kitchen. A celebrated example of this
style 1s the dignified portrait of An
Ofd Woman Cooking Egygs, At court,
Velisquez primarily worked on portraits,
but also continued to paint historical,
religious and mythological paintings.

In 1628, following a visit to Spain by

Rubens, Velasquez decided to visit Italy
where his brushwork became more
relaxed under the influence of great
Venetian masters such as Titian,

The 1630 and 16405 were a highly
productive period. He produced many
royal and court paintings in which

he lent dignity to even the lowliest of
the court subjects, including the jesters
and fools.

In his final years in Madrid,
Velisquez was made Knight of the Order
of Santiago and painted some sparkling
portraits of the royal family including the
great group composition, Lar Mentnas.
This complex essay in portraiture
combines naturalism, atmosphere and
insight into character and demonstrates
Velisquezs ability to delve below the

surface in search of real truths.

» An OLp Woman Cooxing Eces, 1615 DiEGo VELAZQUEZ

FPainted when Veldzguez was 18 or 19, this work is an insightful porfrait as well as a
remarkable example of bis abifity to paint everyday ofjects directly from life. The contrasting
material and fextures and the play of light and shadow on the surfaces give the work an

fxrrxzorzﬁmry realtsm.
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INNER TRUTH LAID BARE

HiLE Rusens was based in

Flanders, the greatest of all

Dutch painters Rembrandt
(Harmensz van Rijn, 1606~1669) was
based in Amsterdam in the Protestant
North. Here, churches had been stripped
of all Catholic paraphernalia and, in
painting, there was renewed emphasis on
naturalism and an interest in {erina.r_p'.
everyday things. Rembrandt was born in
Leiden; he had a couple of early tutors,
the most influential being Pieter
Lastman, a Cathelic whose taste for
dramatic gestures and vivid lighting had
an early impact on Rembrandt'’s
developing style.

Rembrandt quickly decided to pursue

a commercial career in Amsterdam
where he soon attracted numerous
commissions, His first, formal portrait in

1631 (of Nicolaes Ruts) established him

F WomMaN BATHING IN A STREAM, 1654
REMBRANDT

The model for this dramatic porfraif was
probably the arfist’s common-law wife,
Hendrickie Staffels, with whom Rembrandt
ftved from about 1649 until ber death in
1663, The painting is loosely bandled and
has the spantaneity of a skefch, appearing
unfinished in parts, particularly around

the edge of her robe.

as the leading portrait painter in the city
This was followed by The Anatomy
Lesson of Dr Nicolaes Tu.’;b in 1632 which,
with its group of fully realized individuals
gathered around a dissection, completely
revitalized the group portrait. His success
continued and, by 1639, he had earned
enough to buy a large house,

From the 1640s onwards, following
the death of his wife and mother,
Rembrandt became more introspective
and started to concentrate on religious
painting. He eventually married his
servant, Hendrickje Stoffels, and stayed
with her for the rest of his life, painting
many portraits of her. But after he
turned his back on fashionable portraits,
he got into financial difficulties from
which he never quite recovered.

H LTI T LllII'J I':If!it'dlid.ilig Hl!d

compassion are the hallmarks of his

introspective and penetrating portraits.
One of the first artists to specalize in
the 5rli'~purtrait, Rembrandt pmdur:l:d
over 100 paintings and etchings of
himself. His last, great self-portraits have
an almost shocking ability to strip away
all artifice to reveal a dignified, old man
whose suffering 1s manifest in nearly
every aspect of his face, but whose soft
features betray no obvious signs of
bitterness or regret.

The emotional depth of his work is
equalled by his virtuouso technique. His
paintings are built with layers of glazes
and passages of impasto, leading one
contemporary to remark that they looked
as if they had been ‘daubed with a
bricklayer's trowel'.

There is a complete mastery of light
and shade as well as a delicate softness

which is entirely Rembrandt's own.
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STIiILL LIFE PAINTING

¥ 1h40, A NEW GENRE had been

established in Holland, namely

the still life. With religion
waning in influence, the detailed realism
of the still ife appealed to the emerging
Dutch middle classes who were now
the principal patrons of art in the
Netherlands. The convention was to
have a table set against a blank and often
dark background, with sparkling glasses,
gleaming metal plates and the remains of
a sumptuous meal as the outward
symbols of wealth and conspicuous

consumption. P“Limings that contained

5_1,-'|nbuliu: reminders — such as a skull, a
pocket watch or rotting fruit — of the
transitory nature of life were known as
wanitas and their popularity spruml. along
with the still life genre itself, to Flanders,
Spain and France.

One of the earliest practitioners of
the genre, Clara Peeters (1594-1657)
wis born in Anrwurp at a time when the
term ‘still life” had not vet been coined.
She produced what was termed a
‘breakfast [Jil:cu' on account of its
depiction of plates of bread and fruit.

Willem Claesz Heda (1594-1680)

~ A HERRING WITH CAPERS AND A SLICED ORANGE ON PEWTER PLATES, cl620

CrLARA PEETERS

Peeters is the Flemish woman painter credited with introducing the Dutch type of ‘breakfast

piece’ sirll life to Antwerp. Her meticulously rendered small-scale stdll Iifes tend fo avord

overfapping objects, and typically focus en arrangements of plates, gobless, items of cutlery,

frust and baked rolls, mostly sef against a dark background.

and Jan Davidsz de Heem (1606—1683)
[Jnu:r.i.lstd in the Dutch still life tradition
with works that quietly rl:hgmndl:d to the
beauty of the everyday. De Heem, who
was born in Antwerp, concentrated
mainly on elaborate floral arrangements,
with the many different textures of
individual flowers realized in exquisite
detail. Rachel Ruysch (1664-1750) was
another Dutch flower painter, whose
meticulous flower and hultl:rﬂ_y
arrangements imply the frugill: beauty
of living things.

In Spain too there were some fine
examples of still Life painting. Juan
Sanchez Cotin (¢1560-1627) was a friar
and an acquaintance of El Greeo.

His Seilf Life with Quince, Cabbage,
Melon and Cucumber shows a dramatic
arrangement of fruit and vegetables
partly hanging from strings, one of

five still lifes bought by King Philip ITT.
Spanish painter Francisco de Zurbarin
(1598-1664) was primarily a portrait
painter, but the masterly still lifes

he produced are some of the finest
examples of the genre, His simple
arrangements of domestic objects — in
One composition, four simple pots and
bowls are arranged in a line on the edge
of a table or shelf — have a meditative,

almost mystical beauty.
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DurTcH LANDSCAPES

"Wy Y 1600, LanpscaPE had become

r **Ef;:v established as an autonomous
AY genre. Landscape painting
flourished in 17th-century Holland,
partly because it was an expression of the
pride the Dutch felt in their country
after achieving independence from
Spain. Jacob van Ruisdael (c1628-1682)
is regarded as the greatest of all Dutch
landscape painters, but he had many
distinguished contemporaries including
Jan van Goyen (1596-1656), Meindert
Heobbema (1638-1709) and Aelbert
Cuyp (1620-1691).

Dutch landscapes were essentially
naturalistic yet not necessarily
topographically exact, with certain
details, such as the flow of a river,
changed to suit a composition. Dutch

artists were interested in the constandy

changing quality of light, as well as

depicting the various moods of nature.
The landscapes almost always incuded
human figures to reinforce the idea of

man as an integral part of nature.

Jan van Goyen along with Salomon
van Ruysdael (Jacob's uncle, c1600-1670)
helped to establish the landscape school
in Holland. Van Goyen visited France
and travelled widely in Holland, using
his sketches as the basis for calm,
luminous and atmospheric compositions
featuring river views and low horizons.
Aelbert Cuyp was influenced by the
Dutch artist Jan Both, who had been to
Italy and from whom Cuyp picked up an
Italianate understanding of light. Cuyp's
views of the watery landscape around
Dortrecht bathed in a soft, golden light
led to his nickname, ‘the Dutch Claude'.

Jacob van Ruisdael came to

prominence in the late 16405 for his

panoramic views of the low-lying terrain
around Haarlem, his birthplace, now
regarded as the home of Durch
landscape painting. Ruisdael painted
every type of landscape - from beaches
to winter landscapes — and quickly
moved away from a soft, subtle tonal
style o one that favoured strong,
vigorous brushstrokes and dramatic
contrasts of light and shade. There is a
great emotional strength to Ruisdael's
mature work, with dark skies, twisted,
felled branches and rushing streams
conveying the overwhelming and
mysterious forces of nature.

Meindert Hobbema was a friend
and contemporary of Ruisdael. His
best-known work, the flat and ordered
The Avenve ai Middefharnis, continues to
define the Dutch landscape tradition in
the popular imagination.

1 THE AVENUE AT MIDDELHARNIS,
1689 MENDERT HOBBEMA

This s a view of the Dutch landscape,
Sfeaturing a straight dirt road fined with
poplar frees leading fo the village of
Middetharms in the distance. This ordered
landscape has been areated and maintained
by mankind — decp ditches carry water fo
the surrounding orchards, while a man
prunes the frees with a knife. The effect 15
simple but strangely impressive,
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DOMESTIC INTIMACY

‘HE DUTCH PRODUCED 2

succession of painters who all

had their particular speciality,
but there was no artist better at painting
interior domestic scenes than Jan
Vermeer (1632-1675).

Vermeer lived during the Golden
Age of Dutch painting and is now
regarded as one of the greatest painters
in northern Europe, second only to
Rembrandt. Unbelievably, he was almost
entirely overlooked until the 1860s
when he was rediscovered by a French
art critic who particularly admired his
unpretentious, direct realism.

Vermeer was born in Delft and it is
thought that he spent all of his Life there
apart from ene visit to the Hague in

1672. Most of his small genre paintings

present domestic interiors and portray

the ‘middle classes’. There is a
tremendous intimacy about these works;
most show women caught up in various
domestic or recreational tasks, either
totally self-absorbed or self-conscously
catching our eye.

In these compositions, Vermeer
shows a masterly use of silvery light
and colour = objects, drapery, furnishings
and floors are all rendered with great
darity and with minute attention to
surfaces and textures.

Above all, there is an air of serenity
and contentment about Vermeer's best
work that borders on abstraction; the
viewer is drawn into a timeless world
of simple, meditative calm.

To capture the exact light conditions
and to help frame his compositions,

Vermeer made use of a camera ebscura.

« Younc Woman wiThH A WATER Jug,
ci662 Jan VERMEER

Vermeer mainly painted interior genre
subifects and about half of these show solifary
Jemale figures engaged in ordinary, domestic
activity. This tnterior is remarkable for its
tranguillity and the subtle gradations of
daylight falling through the window on fo
the oljects on the fable and the woman

herselfl in particular her headdress,

Employing this simple darkened box
with a lens on the side meant that he
could make an image of his subject
appear upside down on a blank canvas
attached to the wall. The pmjn:cltd
image could then be sketched in oils.
X-ray evidence for this has been
discovered underneath the layers of
his finished compositions.

Pieter de Hooch (1629-1684) also
worked in the School of Delft and
produced a number of Dutch interior or
courtyard scenes. With his work, there is
a real sense of languid calm about the
scrupulous arrangement of figures, for
example, framed against a doorway;
his paintings differ from those of his
younger contemporary Vermeer since
his vision tends to be less powerful and

perhaps more parochial.

» THE COURTYARD OF A HOUSE IN
DELFT, 1658 PIETER DE HOOCH

After beginning fis own family in the
mid-1650s, De Hooch swifched bis focus to
domesiic scenes and family portrasts. While
bringing everyday domestic life in Delf?
info sharp focus, i is the archifectural defails
— the carefully framed courfyard, the through
passage and the preponderance of red brick —

that reafly stand ouf in this work.
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THE AGE OF
ELEGANCE

cI700—17380

n painting terms, a line can be traced from the

uninhibited, spontaneous marks made by Titian in

the 16th century, through the wild, dark
adventurousness of the Baroque era, to the start of
something altogether lighter and frothier at the start of
the 18th century.

This new style, favouring asymmetrical curves,
decoration and frivolity, first captivated the French, then
spread to Italy and other parts of western Europe. The
style was known as Rococo, an Italian term derived from
the French word recaille, used to describe the shells that
decorated grottoes in French gardens in the late 17th
and early 18th century.

The 18th century was a time of great change in
Europe. While the Church still played an important role
in society, there were many, particularly in England and
France, who rejected all forms of religious dogma and
whao challenged the absolute power of the monarchy.
Radical developments in philosophy and science had
opened up new possibilities, with the expansion of
education to the middle classes leading to a growing
emphasis on the idea of the individual as well as the

1700 1707
Triggered by a buge The Act of Unian
earthguake in led to the formation
California, a of the United
MATSITE IEna i Kingdom

struck fapan

power of reason. Living standards in Europe were on
the rise, thanks to foreign trade and the colonization
of distant lands. The general trend was towards freedom
and change.

In 1682 Louis XIV had taken up residence in his
extravagant palace at Versailles, where court life was
conducted amid considerable grandeur. This did not stop
him from succumbing to gangrene in 1715 and soon the
Regent, his successor, introduced the Rococo fashion for
lighter elements with more curves and patterns. The
delicacy and playfulness of Rococo served as a riposte to
the dogged empire-building of Louis XIV's regime. With
its emphasis on personal and pleasurable pursuits, Rococo
became well established, first in the royal palace and then
throughout the upper echelons of French society.

In this context, the artist Antoine Watteau, who
moved to Paris in 1702 to work with a theatrical
costumier, was perfectly placed to capture the light-
hearted, shimmering opulence of the new aristocracy.
When Watteau died at the age of 37, he was
immediately replaced as a chronicler of the

fashionable set by Boucher and his pupil Fragonard,

1740 1749 1755

Frederick The The Bow Street The Great

Great' gf Prussia Runners, an early Larthquake af
enuded forfure as well police force, sef up in Lishan killed aver
as granting freedom London by novelist 70,000 people

gf expression

Henry Fielding



both of whom made ornamental work with more
charm than substance. Chardin was another French
painter who worked alongside Boucher and
Fragonard, but his work revealed a very different
sensibility. Chardin’s style was more modest; he was
interested in painting the most humble objects and
‘ordinary people’, investing both with a simple dignity.

In England, Rococo was largely thought of as
‘French taste’. William Hogarth embarked on a career as
a satirist, producing paintings and prints showing the
hypocrisy and immorality that he discerned in all walks
of life. In painting, Rococo was also reflected in a love of
nature and a rising interest in the landscape.

Artists such as George Stubbs and later Edwin
Landseer turned to the animal world for inspiration.
The 18th century was the golden age of portrait
painting; suddenly it was fashionable for the wealthy to
have their likeness hanging on the wall. Gainsborough
and Reynolds represented the créme de la créme of
the new portrait painters and both significantly
contributed to advancement of the art — Gainsborough

with his attractive English landscape backgrounds and

Reynolds with his focus on the humanity of his sitters.

The Rococo style was readily received in the
Catholic parts of Germany, Bohemia, and Austria,
where it merged with the lively German Baroque
tradition. In Italy, and particularly in Venice, Rococo
found expression in the great allegorical compositions of
Tiepolo — especially on ceilings and murals — and the
precise perfection of the Venetian canal scenes produced
by Canaletto. In Tuscany and Rome, painting still owed
more to the Baroque.

However, the taste for empty luxury and decoration
inevitably ran its course. In France, by the 1760s, the
age of elegance was overtaken by that of reason
and enlightenment. Rationalist thinkers and writers,
predominantly based in London and Paris, believed that
reason could be used to combat tyranny and ignorance
to build a better world. One French artist in particular
looked back to the classical age as a time of great
freedom, heroism and balance. By the time of the
French Revolution in 1789, the Neo-Classical paintings
of Jacques-Louis David sounded the death knell for the

excesses of F!‘E\"iﬂu& years.

1757 1769 1773

General Clive Str Richard The Bostan Tea Party
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FRENCH ROCOCO

ean-AnTtomwe WatTEAau

(1684-1721) was born in

Valenciennes, a2 town in north-
eastern France that had only passed over
to the French from Flanders six years
earlier under one of the treaties of
Nijmegen. Although there are strong
links with Flemish art in his work,
during his short life Watteau came to be
regarded as one of the key French
painters of the 18th century. More than
any other artist, he helped to create the

new mood of elegance and sophistication

in French painting known as Rococo.

Watteau arrived in Paris in 1702
at 1 time when the classical art of
Nicholas Poussin had passed its zenith,
Until about 1708, Watteau worked with
a theatrical designer Claude Gillot,
who introduced him to the commedia
detlarte, a form of Iralian pantomime
based upon improvization and ilwolving
a set of stock characters such as
harlequins and jesters.

After 1708, Watteau studied under
Claude Audran at the Luxembourg

=~ AN EMBARRASSING PROPOSAL, ¢1776 JEAN-ANTOINE WATTEAU

Watteau became famous as a painter of so-called fetes galantes in which members of the

fashionable set are shown amusing themselves in the countryside. In An Embarrassing

Proposal, a party of five are gathered under some freess it 5 a casual flirfafious scene in

which pleasure can be derived from the graceful gestures and lavish cosfumes.

Palace where he found inspiration in the
vibrant, swirling figures that Rubens
had produced in paintings for Marie de'
Medici. Although Watteau was noted for
his ability to place many figures in a
composition, his groups of figures are
not as energetic and robust as Rubens',
Watteau's style is altogether more
poignant and delicate and, in time, he
came to be regarded as the elegant
epitome of the new Rococo spirit.
Watteau painted f2fes galantes, 4 term
first used by the French Academy in
1717, meaning feasts of courtship.
This new style applies to scenes in
which a sociable group of fashionable
people = elegantly attired musicians,
actors and couples = are shown
picnicking, laughing and openly
indulging in courtship and flirtation.
What distinguishes Watteau from
other painters who worked in the genre
is the wistfulness that he creates in
the faces of some of his protagonists.
This not only serves as a reminder that
happiness is not a permanent condition,
but could also have been a reflection of
the fact that Watteau suffered from
tuberculosis for most of his hfe. His
paintings certainly convey a gravity and
sadness that separates his work from the
meore decorative painters of the Rococo,
such as Boucher and Fragonard.
Watteau was a great colourist and
used to apply colour directly on to
his canvas, a method which inspired
Delacroix and later the Neo-

Imprtssit) nists, inuludinj__; Seurat.
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FrRiLLS AND FANCIES

r Antoine Warteau heralded

the new spirit in French Rococo,

then equally the work of both
Francois Boucher (1703-1770) and
Jean-Honoré Fragonard (1732-1806)
best embodied the decorative elegance
and frivolous charm most commonly
associated with the new syyle.

Both of these artists made work that
reflects the artificiality and superficiality
of the French court in the middle of
the 18th century, delighting in the
luxuriousness of the costumes — the silk
dresses, the powdered wigs, the ruffles
and bows — and the fashionable
surroundings. Each artist is easy to
dismiss as embodying all that was
frivolous about the age, but this would
be to deny their superior technique as

well as to ignore the fact that they

*» YounG GIRL READING, 1776
Jean-HONORE FRAGONARD

Tins study is one of several that Fragonard
made of young givls, showing them deep

in infrospection. These works bave an
unfinished quality to them, having been
painted very quickly with rapid, bold areas
of bright colour. Fragonard used the wooden
end of the brush fo scratch and define the
girls ruffed collar

managed to capture the carefree spirit of
the epoch for posterity.

The son of a Parisian painter and
lace designer, Francois Boucher began
his career making engravings from the
pictures of Antoine Watteau. In 1727
Boucher went to Ihl]}f for four years and
returned to enjoy a highly successful
career at the French court, becoming the
King's court painter in 1765. He was
the favourite artist of the King's mistress,
Madame de Pompadour, and painted her
portrait several times. Boucher also
worked as a decorative artist, devising
elaborate schemes for the palace at
Versailles and he completed opera
designs as well as designing tapestries.

Like Watteau, Boucher painted scénes
galantes, but injected his mythological

and pastoral scenes with a much bolder

spirit, declaring that he preferred to
paint from human life as nature was ‘too
green and badly lit'. His many portraits
of fleshy nude women in provocative
poses became his stock-in-trade until
the public started to tire of them, fecling
thc}-' lacked the NECessary moral dtpth.
Jean-Honoré Fragonard was a pupil
of Chardin and also of Boucher. From
1756 to 1761, he lived in Italy where he
became familiar with the work of
Tiepolo. He also visited the Trvoli
gardens which became an important
motif in his later work. Fragonard
painted in the genres that were
fashionable at the time: portraits, history
and pastoral scenes set in the landscape.
However, he achieved notoriety by
specializing in painting love affairs

conducted furtively in garden settings.

» MapaMme DE POMPADOUR, I 756
Francols BoUCHER

A full-length portrait of Madame de
Pompadour, the elegantly attired mistress of
Louts XV reclining on a couch: here,
Boudher focuses on the sumptuous fabric of
the rose—covered dress, while pointing fo

the intellectual interests of this powerful
woman through the inclusion of the book
and the writing desk,
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THE VENETIAN APPROACH

ENICE HAD NOT SEEN 4 great

painter since Veronese in the

16th century. In the 18th
century, painting in Venice was revived
by Giovanni Battista Tiepolo
(1696-1770), who came to be regarded
as the most impressive exponent of the
Rococo school in Iraly. Tiepolo studied
in Venice where he benefited from the
city’s rich artistic history, but soon
moved on from painting in oils to
designing enormous frescoes to decorate
the ceilings and walls of buildings
and palaces in Italy and elsewhere.
Commissioned by patrictans and
merchant princes, these highly decorative

compositions featured allegorical or

historical subject matter and were full of
sparkling light and colour. In Germany
and Austria in particular, there was great
demand for these grand ornamental
scenes and, in 1750, Tiepolo was invited
to produce a monumental scheme of
frescoes for the huge palace of the
Archbishop of Wiirzburg,

In his youth, Giovanni Antonio
Canal, known as Canaletto (1697-1768),
worked in Venice and Rome as a
theatrical scene painter with his father.
Although Canaletto’s paintings are
imbued with the Rococo spirit, his
particular type of well-ordered Venetian
landscape painting eventually led to a

renewed interest in classicism.

» THE PIER SEEN FROM THE BASIN OF SAN MARCO (defws), c1730-35 CAMALETTO

Characteristic of Canalettos views of Venice, this patnting features the Doge’s Palace,
the Piazza San Marco and, in the background, the dome of the church of San Marce
The gondolas in the foreground bring the scene fo fife and help fo create pictorial depth.

Canaletto became known as a
vedutista, a painter of views, focusing on
the canals and architecture of his home
town. He was a master of pi:rsprcli\-\c
and his topographical compositions are
packed with rich detail. Venice was
rapidly becoming a centre for art in
Europe. Wealthy travellers, in particular
those from Britain, delighted in his work
and bought his Venetian views to take
home as souvenirs.

Canalettos's briliant naturalistic
technique portrayed the pomp and
ceremony of many state occasions, as
well as scenes of everyday life in which
he captured the texture of old buildings

reflected in the warm Venetian light.

¥ Orvmrus, 1761

Grovannt BarTista TieroLo

Tiepols was the last of the great Venetian
painters commissioned to adorn and glorify
some of the great butldings of Enrope,

In this oil sketch for the ceiling in

8¢ Petersburg, Tiepolo portrays the beavens
and the earth as a wondrous cosmic vision
in which an assemblage of floating
mythological and allegorical figures
Jall and rise.
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SOCIAL SATIRE

1.Liam HogarTH

(1697-1764) was born in

London, the son of a Latin
teacher. Due initially to the popularity
of his prints and paintings satirizing
contemporary society, he became the
most internationally renowned painter in
Britain of the time. In commenting on
the manners and mores of 18th century
life, Hogarth tapped into a British taste
that was ptrhup&; maore d(}cum&ntar_y

than aesthetic, since the British tended

to favour portraits of themselves and
their land, or views of the foreign places
they visited. Hogarth's influential vision
appealed to the expanding middle classes
who, freed from the control of the
Church and aristocracy, liked to think of
themselves as being above the social
abuses and immoralities that Hogarth
exposed in his melodramatic tableaux.
However, H()g'.lrth wias not nnl_y
concerned with highlighting immorality,

he was also vehemently oppuscd to the

~ THE RAKE'Ss PROGRESS, “THE ARREST', 7735 WiLLIAM HOGARTH

Tius monochrome engraving is plate four in a series of erght from Hogarth’s original

Fa:infimgr s.&o'zui.'}g the decline and fall qﬁ]ﬁenffﬁ‘br{fﬁ" Tom Rakewell After :?yam'r_’rs'ng

bis money, Rakewell is dragged from a sedan chair outside St James” Palace, London and

fa.éfnﬁn': fo Fleet Prison and then on fo Bedlam, the lunatic ﬂi_'yh.'m.

frivolous, fashionable excesses of Rococo
painting, intending his studies of the
seamier side of life to be seen as a
critique of the pampered elegance of his
French and Italian counterparts. He was
a staunch nationalist and saw himself as
upholding sensible British values against
a wave of foreign affectation and vanity.

Hogarth trained as an engraver and
became familiar with European paintings
by looking at engravings. Apprenticed to
English painter, Sir James Thornhill,
Hogarth married his daughter in 1729,
eventually inheriting an academy that
became the forerunner of the Royal
Academy. His first works consisted of
small groups and conversation pieces. In
1731, he produced The Harlot's Progress,
the first of his storytelling series of
paintings from which he produced sets
<:-ftx‘traur{.'|ina.r_-_.f engravings, inc]uding
The Rake’s Progress and Marriage i la
Mode. These were hugely popular and
were endlessly reproduced, which meant
that they could be enjoyed by a wider
publif and that Hﬂgm‘th could be
independent of rich patrons. In 1753,
his tract, The Analysis of Beauty, was
published, setting out his theory about
the line of beauty in the shape of an 5’
being intrinsic to the structure of a
composition.

Hogarth's ability to read character
provided uncompromising insights into
the human condition. Combined with
lively, spontaneous brushwork, his
observations prove his considerable

talents as a portrait painter.
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SIMPLICITY AND STILLNESS

ean-Barriste-Simon CHarbpin

(1699-1779) was born into the

Rococo age, but his own work was
very different from the ostentatious and
exuberant style of his pleasure-seeking
contemporaries. The son of a court
craftsman, Chardin had impeccable
Rococo credentals, having restored
decorations at Fontainebleau and hricﬂ}*
tutored Fragonard. Largely self-taught,
Chardin lived and worked in Paris all
his life. Here, he quietly pursued a

naturalistic style distinct from the lavish

landscapes or elegant portraits that were
so fashionable at the time. By contrast,
Chardin looked around him for
inspiration, initially making small-scale
paintings of animals and fruit in the
Dutch still life genre. In 1728, The Skate,
one of his stll lifes, was praised by the
French writer, Diderot, for its realism,
and earned Chardin a phce at the
French Academy.

Chardin expanded his largely
domestic, intimate vision to include

portraits of a single fipure, quite often a

~ THE SKATE, 1728 JEAN-BAPTISTE-SIMEON CHARDIN

The realism of this unusual composition of a skinned shate, a gleaming black pitcher and a

tense, frightened kitten freading on eysters astonished Chardin’s contemporaries and earned

bim a place af the French Academy. Proust likened the delicate structure of the fush to the

nave of a pm{pn{:mmaﬁi c cathedral’

servant, most commonly engaged in a
household task. These delicate and
unaffected genre paintings avoid
sentimentality by focusing directly on
what the artist saw, and as such are
straightforward portrayals of the dignity
of labour.

Despite swimming against the
prevailing frothy tide, Chardin’s modest
nature and unprﬂ'tfntiuus talents were
recognized within his own lifetime. His
genre paintings were made popular by
engravers; in 1740, he was presented to
Lous XV who bought some of this
work, and he became the official hanger
of work at the Paris Salon in 1761,

Chardin had a rare ability to record
the perfect moment of a gesture or look;
his compositions appear to be frozen in
time, giving them signiﬁcancﬂ br:_'_mnd
the merely everyday or the purely
representational. His brilliant technique
allowed him to build up texture and
subtle tonal contrasts. Courbet and Manet
were influenced by him; Van Gogh and

Cézanne were also among his admirers.

¥ THE ScuLLERY MAID, 1738
JEAN-BAPTISTE-SIMEON CHARDIN

In Chardins quict, thoughtful study, a
scullery maid cleans a pan in a waist-high
barrel There is no running water and she
wipes if with sétraw first, as water, ke
bread, was a very valuable commodity in
the 18th century. The empty copper cistern
15 the wessed i which the water has been
hauled from the river,
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CAPTURING ANIMALS

NEW MOVEMENT known as

Neo-Classicism began in the

mid-18th century, before the
Rococo style had finally disappeared.
The Neo-Classical spirit was an attempt
to return to the ample, dignified art of
classical Greece while conveying serious
moral ideas such as honour and
patriotism. British artists in the mid-
18th century working predominantly
with landscape started to favour more
formal, controlled compositions as a way
of conveving the elegant ease of the
English aristocracy. George Stubbs
(1724-1806) used his fashionable
parkland vistas primarily as a backdrop
for his paintings of animals.

Srubbs, whaose first love was anatomy,

decided to specalize in painting horses,

which pmw:d an astute move as this

~ THe HorsE FaIr, 1855 Rosa BoNHEUR

meant he stood apart from most
18th-century landsr_'apt artists. At the
time, stock brbcding was bﬂmming

increasingly popular and this htlptd to

foster a taste for animal panting. Stubbs’

paintings of horses revealed his deep
knowledge of the equine form, which he
conveyed with amazing accuracy and
1_1_.-'ri{_'i5m_ There's a subtle energy and
case about his compositions, which
sometimes feature groups of people, but
more often depict noble beasts in precise
anatomical detail, either individually or
together in the landscape.

Stubbs had wealthy patrons and
painted top racehorses for their owners.
He also produced portraits of a host of
other wild creatures that he observed in
private menageries, including lions,

giruff;:s and |nun|cf:_1.-'5.

This energetic and powerful painting of horses being paraded by their bandlers is a smaller

version of Bonbeurs much larger nrr;gréna.". Horse Fair, which was 1 o feet ,’Mg. Bonheur

belteved in divect ohservation of nature but, fo atfend the all-male horse marker in Paris,

she had first fo disguise berself in men’ clothing.

The precocious talent of Sir Edwin
Landseer (1802-1873) led him to
first exhibit at the age of 12 at the Royal
Academy in 1814, Younger than Stubbs
but equally conversant with anatomy,
Landseer applied a less sophisticated
treatment to his animal subjects, typically
lending them human characteristics in
order to tell a Story, or convey a moral.
The favourite artist of Queen Victoria,
he also modelled the lions below
Nelson's Column in Trafalgar Square,
London.

French artist Rosa Bonheur
(1822-1899) also painted animals, a
genre that had hitherto been completely
dominated by male artists. Bonheur's
highly successful career was partly
supported by the anatomical drawings
that she made on the dj.‘s.*;:u:,r_'tin‘l:“1r table,
or out in the fields. Despite her
conservative views, Bonheur led a radical
life and disguised herself as a man to
visit the horse market in Paris, since
women painters were discouraged at the
time. Her Harse Fair, of 1853, was the

largest animal painting pr()duccd to date.
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~ A Bay HUNTER, A SPRINGER SPANIEL AND A SUSSEX SPANIEL, 1782

GEORGE STUBBS
George Stubbs studied anatomy, and this paimting of a horse and fwo spaniels reveals the
detatled realism that he managed fo master in bis paintings sf animalk. The backyround,

an 18th-century pastoral farrrf;.‘@f. adds a note af lyricism to the scene.
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THE ART OF CAREFUL
CALCULATION

ORTRAIT PAINTING in Britain in

the middle of the 18th century

di.lsplu}-'ud an equal mixture of
Rococo and Neo-Classical tendencies.
The Neo-Classical spirit was most
obvious in the grand, heroic portraits of
Sir Joshua Reynolds (1723-1792), the
leading academic painter of his day, who
also p:lintl:d genre paintings of
allegorical subjects.

Rl:_!;nolds was initially l-ippl’t‘litit‘r_‘d toy

a second-rate portrait painter, Thomas
Hudson, in London. He vigted Europe
between 1749 and 1752, stud}_-‘ing the
Old Masters and spending two years in

Rome perfecting his technique. By 1760,

he was the most fashionable portrait

painter in London. His portraits have a
classical dignit_v_.’ stemming in part from
his great interest in Renaissance art and
antiquity; he also [minn:d sentimental
portraits of children. His attempts at
producing allegorical and history
paintings in the grand style were less
successful, His was a carefully caleulated
art that favoured reason over the
romantic and the noble and sublime over
the particular. Rt}-‘n{}ld.‘i was the first
prL'.lsidL*nt of the R{}}-‘Ell _-"!Lcaldl:m_y when it
was founded in 1768, and in his career
he did much to rase the .*standing of fine
arts in Britain. It is thought he painted
around 3,000 portraits in his lifetime.
Thomas Gainsborough (1727-1788)
was also a fuunding member of the
Royal Academy, but he displayed a
lyrical approach in sharp contrast to
the academic classicism of Rl:_'fnolds.
Gainsborough closely studied the
portraits of Van Dyck and, after he
discovered that he could easily capture a
likeness of his clients, he suggested that
they pose for him on their country
estates. In this Wy, Guinsb[)mugh Wis

able to indulgl: his great love of painting

(=]

=~ MasTeER BUNBURY, I780-51 JosHUA REYNOLDS

A young boy sits under a free in a wooded landscape looking infently abead of him. Charles

John Bunbury was the son of Reynolds friends — Catherine Horneck and caricaturist Henry

Bunbury — and be was nine when this affectionate portrait was painted. Bunbury became

an army officer and died at the age of 26.

the lindscape, while fulfilling the
demands of his patrons.

Unlike Reynolds, Gainsborough did
not travel widely. But he did move to
London in 1774 where he painted the
family of George II1, and in 1783 he
toured the Lake District. His landscapes,
with their free and spontaneous
brushstrokes, show a genuine feeling for
nature, which led painter John Constable
to remark: ‘T faney I see Gainsborough in
every hedge and hollow tree.’

Swiss painter Angelica Kauffrmann
(1741-1807) was also a founder member
of the Academy and a close friend of
Joshua Reynolds. Kauffmann came to
England to secure work, establishing
herself as a fashionable, decorative
portrait painter who also painted
historical subjects. Nicknamed ‘Miss
Angel' by Reynolds, she was also a friend
of Goethe and her life was the

inspiration for 2 number of books.

» CONVERSATION IN A PARK, cI74%
Tromas GAINSBOROUGH

This early work by Gainshorough is a
conversafion piece —a genre of informal
poréraifure that began in the 1720s
showing figures in a more sponfancous
manner than bad been the case up until
then. Here, a young arisfocrat is shown
courting his female companion who,
with ber face turned away, appears to
be unrespansive fo bis affentions.

The remantic theme o5 enbhanced by lush

wonded backgronmnd.
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he European movement known as Neo-
Classicism started in the 1760s as a reaction

against what remained of the Baroque and

Rococo styles, and stood as evidence of the desire to
return to the perceived purity of the arts of ancient
Greece and Rome. The discovery of ruins at Pompeii in
1746 had fed a growing interest in antiquity. German
archaeologist Johann Winckelmann's book, Reffections
on the Painting and Sculpture of the Greeks, published in
1755, which stressed the noble simplicity of Greek art,
was extremely influential in the development of the new
movement. Neo-Classicism was everything that Rococo
was not: sober, controlled, high-minded and moralistic.
In contrast to Rococo, Neo-Classical paintings
eschew pastel hues and softness; instead, they opt for
sharp colours and chiaroscuro. In France Jacques-Louis
David’s Neo-Classical paintings often make use of
Greek elements to extol the French Revolution’s austere
virtues. David was followed by Jean-Auguste-
Dominique Ingres, whose meticulous portraits and
paintings of women bathers are supreme examples of the

Neo-Classical style.

From the middle of the 18th century, momentous
events were taking place in Europe and the rest of the
world. In 1789, the French Revolution tore its way
through France. In America, the War of Independence
took place, a colonial struggle against Britain, with 13
colonies declaring independence in 1776. Revolutionary
fervour was on the rise, which inevitably meant that
rationalism took a back seat. By the end of the century,
there was a reaction against the sterile, academic
disciplines of Neo-Classicism.

In the revolutionary era, there was a transformation
in the way that the artist was perceived. The artist
became a romantic figure, a visionary, whose art was
capable of expressing the very depths of his or her soul;
even in the renewed response to nature, the emphasis
was on the artist’s subjectivity.

For a while, Neo-Classicism and Romanticism co-
existed side by side. Neo-Classicism started in the
middle of the 18th century but was in decline by the
early 19th century; Romanticism didn't become a fully
fledged movement until the 1780s and it continued until
the mid-19th century.

780 1783
Fennsyplvania Beethovens first
became the first US printed works

stalfe fo abolish
shaery (for new-

barns only)

published: the
Mariinsky (Kirow)
Ballet was faunded

1789 1793 1799

The Bastille eoas FLoweas XVT and The Rosetta Stone
itormed, marking Marie Antotnette was discovered in
the beginmning of the were exectded and Lgype, leading to

French Revolution Frances Reign of the deciphering of

Terrgr began

Aicroglypics



Romanticism began as a literary and philosophical
movement (although it was not called by this name until
much later). The term comes from ‘romance’, a prose or
poetic narrative favouring heroism that originated in
medieval times. In contrast to Neo-Classicism,
Romanticism favoured wildness and expression,
individuality and unbridled creativity. It was full of raw
emotions, ranging from longing and awe to fear and
horror, and an uprising against rationalism.

In the revolutionary age, for the first time in the
history of western art, artists became truly individual
and idiosyneratic figures, looking wherever they wanted
for inspiration — suddenly any topic or subject was
considered worthy of painting. This inquiring,
independent spirit was fostered by the heroism and
rebelliousness of the age. The Spanish painter and
etcher Francisco Goya was one of the first to explore
radically different subject matter, the bloody executions
of the Spanish resistance by French troops.

Romanticism in Britain was embodied in the work of
Constable and Turner, whose paintings showed new, but

widely differing, approaches to landscape. William

1805 1806 1825

Fovd Nelion Goethe published The first milway,
defeated the French the first fragment from Stackion fo
and Spanish flect at af Faust Darlingron, was
Trafalpar but was aspened by Gearge
Jatally wounded Srephenson

Blake and Samuel Palmer took Romanticism in a
slightly different direction, working primarily in
watercolour to express their intense imaginary and
visionary experiences. With their emphasis on dramatic
colour and emotive subject matter, French painters
Théodore Géricault and Eugéne Delacroix best defined
the sensibility of French Romanticism. Caspar David
Friedrich, Turner’s contemporary in Germany, was
arguably the greatest Romantic of them all.

In Britain and France, Romanticism created a
climate which looked to rural life in the belief that those
who worked the land possessed an honesty and dignity
uncorrupted by the towns and cities. Painting directly
from the local landscape, Constable tapped into this — as
did the new realism and sincerity found in the work of
Millet and Courbet in France. By contrast, in expressing
his own subjective feelings, Corot’s landscapes came
closer to the work of the Impressionists. At the end of
the 18th century, reflecting this new mood of
earnestness, the Pre-Raphaelite Brotherhood aimed to
make work that evinced some of the truth and gravity

they perceived in early Renaissance art.

1826 1834 1548

Samuel Mory Charles Babbage Karl Marx and

patented the tnuenfed the Fricdrich Engels

traternal combustion analytical engine!, publithed The

engine the profo-computer Communist
Manifesto
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THE HORRORS OF

WAR

rancisco Jost Gova v

LucienTes (1746-1828) was

the most important and
original artist of his time, but his talent
developed slowly and it was not until he
was in his thirties that the full extent of
his genius became apparent. Initially
influenced by the German Neo-
Classicist Anton Mengs, Goya's early
work shows something of Meng's
majestic style, but as Goya's paintings
developed, there was a greater affinity
with the emotional and expressive appeal
of Velisquez and Rembrandt. Goya
studied their work — along with that of

Gainsborough and Reynolds - to

produce his own portraits which reveal
an acute ability to penetrate inside the
mind of his sitter. This insighli'l.ljntss,
coupled with a real feeling for beauty,
brought him to the attention of the
Spanish court.

Goya became court painter to
King Charles IV in 1779; he rapidly
discovered that court life was
ostentatious, pleasure-secking and full of
intrigue. His portraits of the Spanish
court are candid, gentdy mocking the
vanity and avarice that he found, yet
trying not to cause too much offence,
since he was mindful of retaining his

position. In 1792, an illness left Goya

=~ D1sasTERS OF WAR, NO 19: THERE 1S NO TIME NOW, I1810-1814 GOYA

In this series of efchings representing the horrors of the Napoleonic invasion of Spain, Goya

shows that acts gf brutality were committed by both sides. French soldiers brutally forfured

the Spanish, whe found their own cruel ways of responding, leading Goya fo reflect on the

Jutthsy of war.

deaf, and this brought about a further,
very dramatic change in style as he
devoted himself to a series of small,
morbid paintings.

In December 1807, Napoleon
Bonaparte marched his troops across
Spain and took Madrid. In response
Goya painted a pair of dramatic
paintings of the moment when the
French shot Spanish hostages on 3 May
1808. He subsequently produced other
paintings and engravings that were
critical of the horror and stupidity of
war. This was an entirely new and
revolutionary subject for painting,

Goya was a prolific graphic artist
and pioneered a new printing method,
aquating, which allowed for shaded
patches of tone rather than lines. Like
his paintings, his illustrations do not
fall into any known genre but represent
his personal visions of witches and
disturbing apparitions.

Goya enjoyed a long and successful
career and was a great inspiration to
many artists, inchiding Delacroix,
Manet, Daumier, Kollwitz and Picasso.
He was a hugely inventive, reflective and,
at imes, tormented artist who single-
mindedly pursued his own dark vision.
In 1818 he moved into a house outside
Madrid where he painted a series of
murals known simply as his Black
Paintings, full of dark invention and

nightmarish images.
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CooL Lucip COLOURS

|7 HE PRINCIPAL INTEREST OF

Jacques-Louis David

(1748-1823) as a child was
drawing and there is a strong linear
quality that runs through all of his work.
David trained in the Rococo tradition —
he was distantly related to Frangois
Boucher = but it was in Rome that his
mature style first emerged. He won the
Prix de Rome in 1774 and spent the
next six years there, inspired by both
the ancient sculpture and the work of
Nicholas Poussin to develop his own
particular classical style.

Back in France, David quickly
developed into the leading figure of
Neo-Classical painting. The style
marked a return to cool, lucid colours

away from the pastel hues of Rococo.

There was an emphasis on drawing,
which meant that form was sharply
delineated and subject to strong contrasts
of light and shade. His work gave new
expression to the themes of heroism,
honesty and devotion to duty that
encapsulated the prevailing national
mood. Overall, the style favoured an
austerity and restraint that, in turn,
recalled the purity that was felt to belong
to the art and antiquities of the ancient
classical world.

David was elected to the Academy
where his sense of colour and line and
his academie compositions were much
admired. By the time of the French
Revolution in 1789, David, who as
a friend of Robespierre was actively

involved and sympathetic to its aims, was

regarded as the painter of the
Revolution, and made three paintings
featuring martyrs to the cause. In 1794,
David was imprisoned in the Bastille;
his ex-wife eventually interceded on his
behalf and secured his release. In 1798,
once Napulmn had come to power,
David became his propagandist and
painted a series of portraits that glorified
the Emperor and his exploits.

It is, however, for his early portraits,
including those of famous society people,
that David is largely remembered. These
have all the cool grandeur of classicism;
his bodies are like marble statues from
the ancient world, with the contours
of each one picked out in sharp relief
Gerard, Gros and Ingres were among

his many pupils.

P THE DEATH OF MARAT, 1793
Jacoues-Lours Davip

One of the defining images of the French
Revolution shows the assassination in the
bathtub of the radical writer, Jean-Paul
Marat, an act carried out by Charlotte
Corday, a woman with gppesing political
viewws. Although both the pose and the
golden Iight ideafize Marat, in real life he
was believed fo have a shin dicease which

meant he sought comfort in regular baths,
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VISIONARY ROMANTICISM

HE ENGRAVER, PAINTER AND

roET William Blake

(1757-1827) was one of the
most txtranrdinar}f ﬁ]._.ﬁn.trts of the
Romantic period. As a child he claimed
to have seen a tree filled with angels,
‘bespangling every bough like stars’.
Blake went on to develop an intensely
personal art which drew upon a range of
literary, mythical and biblical sources to
expound a unique and mysterious vision.

Born in London, Blake was first

apprenticed to an engraver and made
studies of London churches, before

studying briefly at the Royal Academy

~ NEWTON, 1795 WILLIAM BLAKE

Schools. th:, however, he was not
interested in painting in oils, neither was
he concerned with the academic work of
Sir Joshua Reynolds or what the
Acudtm}f stood for. A supporter of the
French and the American revolutions,
Blake turned his back on organized
religion, believing that only artists were
in touch with divine Inspuration. In every
way, Blake was the archetypal Romantic
- individualistic, solitary, and out of

step with the rational thinking that

had become so influential in the second
part of the 18th century. Imagination

and the creative process were what

Blakes vision of Newdon suggests that he bad funnel vision and could only explain things by

using sterile mathematical formulas. This is one qfa series of large m[aurf:riﬂ fr in which

Blake painted the design on fo a flat surface and then created the print by pressing a sheet of

paper on fo the wet paint. He then fimshed the design in ink and watercolour

interested him; his art was a means to
express the very intense nature of his
revelatory experiences.

Blake mainly painted in watercolour.
From the 17805, he printed his own
illustrated poems, both text and image,
and then, with his wife, hand-coloured
each print. He went on to make relief
prints, using coloured inks, and
sometimes retouching in paint. His
dramatic compositions are immediately
recognizable = the muscular nude figures
show the inspiration he derived from
studying Michelangelo. At the same
time, his fipures are ethereal and
unearthly, often surrounded by balls
of light. Blake enjoyed very little
success in his hfetime, although the
Pre-Raphaelites championed him after
his death.

Swiss-born artist and writer Henry
Fuseli (1741-1825) painted some key
works of the Romantic era in which he
combined themes of horror, mystery and
tortured sexuality. Fuseli was a close
friend of Blake's and aspired to an art
that was !-;ub]ilnc; S}tﬂi.ﬁl’_‘a].l}-', he was
interested in showing the grandeur and
violence of nature.

Samuel Palmer (1805-1881), the
landscape painter, printmaker and etcher,
was one of Blake's disciples and, like
Blake, experienced visions as a child
that led him to make highly wrought,
visionary paintings, charged with feeling

and a sense of other-worldliness.
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ILIGHT AND SPACE

oserH Marrorp Wituam Turner

(1775-1851) was, with John

Constable, one of two nut'.;l'anding
painters of the British School in the
19th century. Both of them speaalized
in landscape and both belonged to the
English Romantic tradition that had
started with Thomas Gainsborough.
What set Turner’s work apart from other
Romantics was that he gave full rein to
his imagination, producing poetic work
that at imes came very close to
abstraction.

Turner was born in London and
his precocious talent for drawing secured
him a place at the Royal Academy
Schools. From 1792, he began to
undertake sketching tours, developing
topographical drawings and watercolours

of views and the landscape. Turner was a

hugely pmductiw: artist, his sketchbooks,

drawings and watercolours forming the
basis for later oil paintings. Turner
produced a wide range of landscape
work, from the more formal, earlier
historical compositions = which show the
influence of Dutch 17th-century marine
painters = to the later, semi-abstract
works in which luminosity and
atmospher: predominate.

Between 1802 and 1830, Turner
made repeated trips abroad to study the
landscape. The mountains and lakes of
Switzerland and the canals of Venice, for
example, were the inspiration for many
oil compositions. After 1830, Turner's
brushwork became freer and more
expressive. He used a palette knife and
rags in addition to brushes and his
colour became increasingly radiant,
characteristically featuring a palette of

bright _!_me].lmws, blues and pinks. Turner

prepared the surface of his canvases by
smoothing them with a white oil ground
and then applying thin pale washes
which he built up in subsequent layers.
As a sense of place became secondary,
light became his real subject matter; John
Constable remarked that late Turners
were ‘painted with tinted steam’,

Turner, like Goya and Blake, was
something of an isolated genius who was
not fully appreciated in his lifetime;
many found his later paintings too
abstract for their taste. However, he was
championed by John Ruskin, the
influential eritic whose treatise, Modern
Painters, did much to enhance Turner's
reputation. In painting light, Turner
greatly influenced the Impressionists,
especially Monet and Pissarro. He is
buried next to Sir Joshua Reynolds in

St Paul's Cathedral

1 ULysses DERIDING POLYPHEMUS,
1529 JosepH MALLORD TURNER

A depiction of bigh drama on the gpen sea
[rom the Greek myth in which Ulysres
escapes on a huge galleon, having blinded the
one-eyed giant Polyphemus. What appears
fo really intervest Turner fhere, though, &5

the spectacular sunrise with the scorching

fr:g.be‘ re ﬂfn‘fd m the Jwir!fng nE_],' and sea.
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4 Capais Sanps, Low WATER, Poissarps COLLECTING BarT, 1830
Josepr MarLorD TURNER

Sef agatnst a brilliant sunset, a group of women hunch over the sand collecting the bait.
The wfmﬁgr is fargdy conveyed through Tuminous colour and bold, ::xparﬂfvg Brushstrokes.

Int this sceme, Turner pays homage to bis contemporary Richard Bonington, who alse produced
large landscapes qf the French coast.
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SKETCHES FROM NATURE

= F Turner's RoMmanTicism reveals
itself in a poetic intensity, the

. paintings of John Constable
(1776=1837) are equally lyrical, but take
a more prosaic subject as their starting
point. Constable loved the ordinary and
the familiar, taking great pride in
painting the Suffolk countryside where
he was born and lived for most of his
life. There is an immediacy to his work
which broke new ground in dispensing
with the classical notion of idealized
landscape, focusing on the reality directly
in front of him.

The son of a prosperous mill owner,
Constable went to the Royal Academy
School in his early twenties, but did not

B o W e,
'“1-&" e 4 ?r

find success until his forties. Constable
developed his own style over time, after
nitially looking to Gainsborough and
other 18th-century landscape artists,
whu, he later fc]t, were too concerned
with prettafying nature and altering their
compositions to suit the conventions of
the day. Valuing energy and truthfulness,
Constable wanted to let nature speak for
itself, without altering or trying to
Improve on it in any way.

His paintings were based on sketches
done outside, using pure colours laid
rapidly with a brush. He also made
numerous small studies of skies, trees
and clouds which were not necessarily

part of a large composition, but were

records of weather, colour and light
conditions, generally with notes seribbled
on the back. These enabled him to
replicate the atmospheric effects in the
larger, finished paintings that he
executed in his London studio.

He made full-size sketches which he
described as his ‘six-footers’ = on account
of the fact that they were six feet wide =
and which show his lively handling of
paint. He exhibited The Hay Hain at the
Paris salon in 1824, winning a gold
medal. Constable could be said to be a
painter of the particular rather than the
general. In his words, ‘no two days were
alike, nor even two hours; neither were

there ever two leaves of a tree alike.

4 SkeETCcH For HADLEIGH CASTLE,
1828 JoHN CONSTABLE

This expressive six-foof sketch was an
essential part of Constables working method
as tf allowed him fo fry out ideas before
resofving them in the finished oil painting.
Constable visited Hadleigh after bis wifes
death in 1828 and, it seems, the remote,
ruined castle resonated with fis feelings of

foss and lonefiness.
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 THE Hay Wain, 1827 JoHN CONSTABLE

This Suffolk scene near Flatford on the river Sfour focuses on a horse-drawn cart known as a
By wain, with a group of haymakers beyond in the distance. Constable first made sketches of

the scene in the open atr, but the final painting was created in the arfist’s studio in London.
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MYSTIC LANDSCAPES

o aspar Davip Friepricu
4 :

(1774-1840) was the most
- important visual artist of
the Romantic movement in Germany,
although his work was virtually forgotten
at the time of his death and only
rediscovered fully in the 20th century.
Romanticism came to fruition in
Germany, France and Britain in the carly
19th century, with many artists looking
to the landscape as a way of conjuring up
mood and atmosphere. Landscape for
Friedrich was a way of conveving
powerful emotional feelings; he saw a
religious and symbolic importance in
nature that he wanted to communicate.
Friedrich himself realised that his work
was not, as it was in Constable's case,
about ‘the faithful representation of air,

water, rocks and trees... but the

reflection of the soul and emotion in
these objects’.

Friedrich trained at the Copenhagen
Academy in Dresden between 1794 and
1798 and then settled permanently in
Dresden. Romanticism in Germany
flourished in Dresden and there
Friedrich met other artists, including the
poet Goethe. Initially he worked in sepia
wash and pencil, but switched to oils in
1807. Although he turned his hand o
other subject matter, Friedrich always
returned to landscape, in which he
often included ruins and solitary figures,
showing these lone individuals as
nsignificant before nature.

Friedrich's paintings have an almost
disturbing clarity, as a result of the
fact that they are panted with such

meticulousness. His foreground forms,

such as a sharp crag, or a rock, or a tree,
are startlingly accurate and sharply
delineated, whereas the background
stretch of mountains or seq is often
swathed in mist. This helps to rinforce
an overall sense of contemplation — the
mood is generally calm and optimistic.
Light, too, is highly significant in his
paintings with the particular time of day
= dawn, sunset or twilight = imbued with
significance. There 1s a concern also with
the aspect of Romanticism known as
‘sublime’, a new aesthetic concept that
developed i the 18th century, focusing
on the grand passions stirred in man
when confronted with the wildness and
vastness of nature. Friedrich's intriguing,
detailed and atmospheric paintings
foreshadow the work of the Pre-
Raphaelites in the late 1840s.

P CHALK CLIFFs IN RUGEN, 1878 Caspar DaviD FRIEDRICH
Friedrich made several paintings based on bis skefches and studies of scenic places, ike the

cliffs on Rigen, Germanys largest island, and the areas of outstanding natural beauty avound

Diresden. This symbolic werk, with its balanced composition, is a meditation on the awe-

mspiring qualifies of nature.
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POETIC VISIONS

1LE RoMANTICISM Was
J coming to prominence in
Europe at the beginning
of the 19th century, a poetic movement
known as wkiyo-c was the dominant art
form in Japan. Ukfys-e means ‘pictures
of the floating world’, a term which
describes a genre of Japanese woodblock
prints and paintings produced between
the 17th and the 20th century. The art of
wkiyo-e reflects the transient pleasures
of everyday life and makes use of
imagery drawn from popular idols of the
time such as actors and courtesans,
Katsushika Hokusai (1760-1849)
was the leading exponent of the Japanese

art of ukiyo-e. Born in Edo (now Tokyo),
Hokusai was the son of 2 mirror-maker

who learned wood engraving before

training under a painter named Shunsho.

Hokusai had various disputes with his
master regarding work methods and left
in 1785. He then went on to develop a
method of woodblock printing that
focused on a range of everyday subject
matter, including birds, women and
aspects of the landscape. Ukipe-e was an
important and dominant art movement
in Japan because it was easy to mass-
produce and thus affordable, while
showing people going about their lives
without idealization.

~ MounT Fupt FrROM OWARI, ¢1837 KarsusHika Hokusal
Hokusai created The Thirty-5ix Views of Mount Fuji when he was in bis seventies. The

;fﬁaprmnﬁ very a'iﬁ'f:rmf views of the distinctive mnf—:.bapfa' monntain af a’iﬁ}_’rgﬂf Frines

of year. In it, be experiments with both eastern and western techniques, and simplifies the

ﬁrmm’ elements grmmpo:ifim, colonr and fine.

After studying European art and how
perspective could be used in a picture,
Hokusai concentrated primarily on
landscape. Altogether he made over
30,000 drawings, mostly book
llustrations made by the block printing
method. His most famous block print is
The Wawe, although in his sixties and
seventies he also created and published
the equally influential woodblock prints,
The Thirty-8mx Views gf Mount Fuji,
between 1826 and 1833.

Ukiyo-c had a huge impact on the
western world. In the middle of the 19th
century, many foreign merchants visited
Japan bringing with them many western
influences, including photography and
printing techniques. Japanese art was
taken back to the West, where it became
a source of inspiration for many
European artists such as Monet, Degas
and Klimt. Hokusai died at the age of 89
and left many followers.

Ando Tokitaro Hiroshige (1797-1858)
is another Japanese artist of the Ukiyo-e
school who adapted block printing to
express his poetic vision. Typically,
Hiroshige's prints feature landscape
subjects in which small figures are
shown journeying across bridges or along
old roads or planting rice in the field.
Hiroshige's colourful and graceful work
was also a powerful influence on the

Impressionists.
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4 OHASHI,
SUDDEN SHOWER
AT ATAKE, 1857
ANDO
HirosHIGE

A print from his
series, One
Hundred Famous
Views of Edo, thic
is Hiroshiges last
greaf achievement,
which he kept
working on right
up until bis death
in 1858
Comprised of 118
prinfs, if wa
frifuife fo his
native cify of Edo,

and makes wide-

ranging references

fo its history,
customs and

legends.
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PORTRAITS AND NUDES

ean-AvcusTe-Dominigue Incres

(1780-1867) studied under the great

Neo-Classical master Jacques-Louis
David at his studio in Paris. David was
32 years older than Ingres, but the
younger man was greatly influenced by
the seamless rigour of his teacher’s cool,
classical style. The early work of Ingres
harks back to the golden age of the
Renaissance, and in particular the
meticulous, harmonious world portrayed
by Raphael, whose paintings he much
admired. Ingres developed a superb
linear style which, 1in time, was harnessed
to produce works that revealed an
astonishing degree of sensuous beauty,
which could be seen as slightly at odds
with his Neo-Classical intentions.

After winning the Prix de Rome

in 1801 with a Neo-Classical hismr}f

» PORTRAIT OF COUNTESS GOLOVINE,
1797-1800 ELISABETH VIGEE-LEBRUN
This portrait of the wife of a wealthy

count was painted in Moscow affer she was
Jorced by scandal to flee from St Pefersburg
in 1796. Vigée-Lebrun described her as

@ charming woman ... who drew very welf
and composed delightful fove songs that

she sang while accompanying herself on

the plang.

painting, Ingres embarked on a four-year
scholarship, eventually spending 17 years
in Rome altogether. From 1820 to 1824,
he was in Florence and then returned
permanently to France, where his

work had litde in common with the
Romanticism of French contemporaries
such as Delacroix. Although Ingres
worked as a history painter and made
works that were ambitious in scale with
classical themes, these paintings are less
compelling than his more inimate work,
which includes lively portraits and a
series of bathers, or adafi_rgye:.

Ingres began pamnting his odalisque
series in 1807, These portraits of naked
women surrounded by rich fabrics,
including turbans, heavy drapes and

luxurious bed linen, portray a world full

of languorous, sensual indulgtncr. He

particularly focused on women's backs
as he wanted to show the naked form
as a perfect example of classical linear
grace. Despite being an artist dedicated
to the classical ideals, Ingres displays
in these works an overt physicality
seemingly at odds with his more
learned precepts.

Elisabeth Vigéca]_ft‘:hrun
(1755=1842) was also a French Neo-
Classicist, who made work that, in some
aspects, was not altogether typical of the
genre; her strong contrasting colours are
more suggestive of the Baroque. An
aristocrat, she supported the monarchy
and made portraits of Marie-Antoinette
before she was guillotined in 1793, After
exile in Italy and London, she returned
to Paris in 1805, where her graceful and

charming paintings were much admired.

» THE BATHER OF VALPINCON, 1808
InGRES

Ingres devised this particular way of
representing the fermale body — nude and
seen from behind — while studying at the
French Academy in Rome. In choosing not
fo represent the woman’s face, Ingres gpives
no hint of ber personality, but rather forces
the viewer fo confront the eroficism of her

voluptuous crves,
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HisTORY AND DRAMA

e Frenca RevoruTion of

1789 upset the old social order

in France and meant that the
grand, elegant Neo-Classical ideals
to which David and Ingres aspired
no longer reflected the reality of an
increasingly mobile and fragmented
society. If Neo-Classicism harked back to
the culture of antiquity, Romanticism
was firmly located in the modern world
with none of the Neo-Classical's concern
to stick with ‘appropriate subject matter’.
Both Eugéne Delacroix (1798-1863) and
Théodore Géricault (1791-1824) were
great Romantic artists who made
paintings containing subject matter
that was emotionally highly charged.
Ironically, Delacroix never accepted the
Romantic label, insisting that he was a
pure classicist.

Delacroix and Géricault received a

» THE MADWOMAN, c1821-24
THEODORE GERICAULT

After a frip to London in 1820, Géricauly
started fo paint a series of portraits of the
insane, with each subject exhibiting a
different affficeion. Sef against a dark

background and with a white bonnet

Jraming the face, Géricault forces us fo

confront the psychological discomfore etched
into the face of this particufar individual.

classical training and first met as
students of the Neo-Classical artist,
Guérin. The elder h_@-' eight years,
Théodore Géricault was born in Rouen,
the son of wealthy parents. He lived a
short but intense life, making radical
work that forced his contemporaries

to confront the grim reality of human
suﬁbring and death. He was fascinated
by morbid subject matter. His paintings
reflected, for example, the poverty he
observed on a trip to London in 1820,
where he also came to greatly admire the
work of John Constable. Horses also
figure repeatedly in his work and,
whether they are engaged in battle or
racing, reveal a characteristic Romantic

precccupation with drama and

htighlf)nud emotion.
After Géricault's death in 1824,
Eug&nl: Delacromn was ri:gardr:d as the

true leader of the French Romantic
movement. Delacroix, too, visited London
where he also noted Enj__r‘]ish Iand.l;r:apr
painting. He was inspin:d to paint a broad
range of subject matter, drawing upona
number of literary and historical events
both in France and abroad.

Delacroix travelled to North Africa
for six months and spent timée in
Tangiers and Morocco, where he
filled notebooks with drawings and
watercolour sketches. Alllmugh his art
15 strongly underpinned by classicism,
there's a gmwcrful sense of drama
reinforced by lively gestures and
energetic movement. Above all,
Delacroix’s strong, vibrant colour and
distinctive broken brushwork, in part
inspirl:d b_y Constable's experiments in
juxta}msing pure or divided colour, have

a pmfound emotional charge.

» THE WOMEN OF ALGIERS, 1834
EvuciENE DELACROIX

Delacroix travelled to Spain and North
Africa in 1832 where be managed fo shetch
these women — concubines m a harem -
searedly in Algeria. In the 19th century, such
a sensual image was seen as acceptable
because if derived from the exotic East —

a practice known as Orienfalism that has

since acquired negafive connofations,
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DIRECT FROM NATURE

N 1) TH-CENTURY FRANCE, when

both Meo-Classicism and

Romanticism had asserted very
different influences over painting, there
were artists whose work did not belong
to either tradition.

Jean-Baptiste-Camille Corot

(1796-1875) specialized in landscapes
that looked, at first sight, as if they
belonged to the classical tradition. Corot
trained in the classical landscape genre,
making paintings of idealized views set
in an ancient world inspired by the 17th-
century paintings of Poussin and Claude

Loreain. However, his bold and direct

style also borrowed elements, such as the
rich tones, from Romanticism.

Comt first visited Rome in 1825
and returned to Iml_y several imes
throughout his career. He also made
lengthy sketching trips round Europe
where he followed the advice of his
early tutor, Michallon, who told him to
H.TJ[{!IJL[L'L‘ what he saw in front of him as
closely as possible. Corot made sketches
direct from nature, using these as the
basis for larger compositions that he
would work up in his Paris studio.

From about the 1850s onwards, his

IEIIIIJ!EI_'EE)L‘ work Lll!dL‘r\’i’L‘Ht il profuund

4 The BoatMman OF MORTEFONTAINE, c1565-70 JEAN-BarmisTE-CamiLLe COROT

This late work provides a lyrical and bhazy evocation of the ponds of Mortefontaine, near

Sendis in France. It is a timeless vision created out of a vestricted palette of pale blues and

greens and dark vegetation. Corof may have been influenced by the blur of early landscape

photographs, which be avidly collected,

change, using closely related tones
together, a technigque which gave his
woodland and waterside scenes a soft
and silvery appearance. Corot looked
closely at the way that hght interacts
with nature; the overall effect gives his
landscapes a diffuse haziness, suggestive
of ephemerality. The sketches he made
are remarkably fresh, although Corot
never regarded them as anything other
than studies to be used as reference
material. He also {Ji.‘ip]':l}-‘t‘d 4 very
modern interest in photography. Later in
his career he turned to portraits and
these - in particular his studies of
women — are much admired.

Eugéne Boudin (1824-1898) is an
important painter, not least because his
work pnwidts a link between his friend
Corot and other French artists of that
generation, indudinj_: the llnprussiunists.
Boudin also painted outside in the open
air and, in particular, focused on visitors
gathered at the resorts of Trouville and
Deauville on the Normandy coast.
Boudin puintL‘d a great number of
seascapes and beach scenes at many
different times of year and in all weather
conditions. His fascination with light
and his loose, spontaneous brushwork
were an inspiration to the Impressionists,

in particular Claude Monet.
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« THE BEACH AT TROUVILLE, 1864 EUGENE BouDimy

Boudin painted several wersions of the beach at Trouville, a lively
19¢h-century seaside vesort in Normandy. This atmospheric painting
records a number of fashionable visitors gathered to look out at the

choppy sea on a grey and windswept day.
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NEW REALISM

N REJECTING THE IDEALS OF BOTH

the Neo-Classical and Romantic

schools, Gustave Courbet
(1819-1877) created a new revolutionary
style known as Realism. Courbet saw his
work as being diametrically opposed to
everything that the French Academy
stood for; in turn, the Academy disliked
the Realists for their spontaneity and
lack of control. Courbet’s defiant
stance sternmed in part from his
socialist politics; above all, he regarded
his art as being part of a revolutionary
strugple, designed to expose all
pretentiousness and reveal harsh truths
about the society he lived in.

Gustave Courbet was born in Ornans
in France, near the Swiss border, the son
of a prosperous farmer. He came to Paris
in 1839 and, instead of a conventional

art training, -_'{:-picd old masters such as

Caravaggio, Velisquez and Zurbarin

in the Louvre. Courbet’s belief in the
importance of truth meant that he
immediately wanted to distance himself
from Romanticism, which he saw as
individualistic, decadent and exote. He
felt it was more important to concentrate
on the commonality of experience.
However, his first major work, Burial ar
Ornans, caused a sensation when it was
exhibited at the Paris Salon in 1850,

on the grounds that it idealized the
peasants it portraved, while subjecting
the clergy to savage criticism.

Courbet followed this work with a
succession of paintings featuring a
disparate range of subject matter,
including landscapes, nudes and large
genre scenes. All were again eriticized
for their hf:'d‘v‘_'_t-’ realism, although after

1855 the tone of his work became less

B

-

dogmatic. While Courbet’s gritty
approach undoubtedly sent shockwaves
thmugh the art establishment of his du}f,
his paintings remain no less impressive
for the skill with which he handled
chiaroscure, impasto and rich colouring.
Courbet had an enormous influence

on the development of art in the

19th century.

Jean-Francois Millet (1814-1875)
was born in Gruchy, a rural community
in northern France, which inspired his
simple, realistic paintings showing the
dignity of men and women at work on
the land, apparently at peace with their
rural surroundings.

In 1849 he moved to Barbizon, a
move which gave rise to the mid-19th-
century Barbizon School of painters
who lived and worked there, painting

undramatic scenes of peasant life.

1 A BURIAL AT ORNANS, 1 849-1850
GUSTAVE COURBET

When the Paris Salon exhibited fhis 20-
Jfoot-long painting there was uproar. It is
hard to see now why the dark, frieze-lke
porfrayal of worthy middie-class citizens at
a graveside caused such a s, buf ifs realism
was deemed vulgar and ugly, the very
antithesis of what a painfing should be!
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« Hay Harvest, 1850 Jean-Francors MILLET

Jean-Frangois Millet made many paintings of rural la ors and the fand they worked

Set amid a poetic landsa piprised of mounds of soft hay, the real purpese of &

seemns £o be fo suggest how man is af one with bis franguil rural surroundings.
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THE PRE-RAPHAELITES

HE Pre-RarHarLiTE

BroTHERHOOD, 2 group of

SEVEN young artists, came
together in 1848 with the aim of reviving
in British painting the purity and
sincerity that they felt existed m art
before the great Renaissance master,
Raphael. One way they felt they could
achieve this was to concentrate on
‘realism’ in their painting and to focus on
poetic, moral or religious subject matter.

Altogether, out of the original group

of seven, only three — Dante Gabriel
Rossetn (1828-1882), John Everett
Millais (1829-1896) and William
Holman Hunt (1827=1910) = continued

to make paintings of any distinction.
Another painter, Ford Madox Brown
(1821-1893), was clo sely involved with
the group but never became an official
member. The movement also had a
literary aspect to it; Rossetts was a poet
and a painter and the critic, John Ruskin,
was one of their staunchest defenders.
One of their orngnal aims and
intentions was to be faithful to nature
and characteristic Pre-Raphaelite
paintings show extraordinary attention
to detail. The light in the paintings of
Millais, Madox Brown and Holman
Hunt is astonishingly clear; the figures

and the landscapes have a super-bright

~ AprprLE BLOSSOMS — SPRING, 1856—59 JOHN EVERETT MILLAIS

In this picnic under apple frees, young girls are shown fasting a sweet dish. The underlying

message of the painting suggests that youth is fransient and, fike the blossoms and wild

Miflans, fo evoke cf:':'p redi gfa:.': reflection’

Jowers, if will not last for ever. Comtemplative works of this kind were infended, said

intensity that helps to convey the
emotional clarity of the scene. They
achieved this luminosity by painting pure
colours on to a canvas prepared with a
white ground, which gave their hues
added brilliance. The Pre-Raphaelites
saw themselves as upholding a principled
seriousness and their work often made
use of biblical or allegorical scenes

to demonstrate their sincere and
high-minded beliefs.

The Pre-Raphaelite Brotherhood
only lasted eight vears, partly as a result
of persistent criticism but also because
its members went off to pursue their
separate interests. In 1896, John Everett
Millais, undeubtedly the most successful
painter, became, ironically, President of
the Royal Academy, the very institution
which the Pre-Raphaelites had set outto
oppose. Equally, 2 movement that started
as a rebellion against sentimentality and
pretentiousness ended up being

characterized for its romantic escapism.

¥ VEnUS VERTICORDIA, 186468
DanTE GABRIEL ROSSETTI

To parnt this image of Venus, Rossetts
painted from two models: a cook discovered
by Rossetti and a friend and model known
as Alexa Wilding, Rossefti wrote a poem
fo go with the painfing, which reveals

the negative and positive aspects of Venus
bolding both Cnpid ¥ dart and the golden
apple of discond.






IMPRESSIONISM
AND POST-
IMPRESSIONISM

ci86o0—-1900

n the 1860s in Paris, a loose movement of artists

came together to share common themes and ideas.

This new grouping did not have a clear structure or
programme, but its members were generally opposed to
the Academy style that dominated the French art scene
in the middle of the 19th century. The Academy upheld
traditional values and dictated that historical subjects,
religious themes and portraits were of value, whereas
landscape and still life were not. It also favoured images
that were smooth, highly finished and naturalistic.

The Salon des Refusés (Salon of the Rejected) was
set up in 1863 after the official Academy and its Paris
Salon refused to accept a number of works, including
those by Manet, Cézanne and Whistler. Although
regarded with disdain by the establishment and art
critics, the new Salon drew record erowds and inspired
artists to develop their own salons. In 1874, a group
consisting of Monet, Renoir, Pissarro, Sisley, Cézanne,

Morisot and Degas organized their own exhibition at a

860 1861

The US Secrer The American Civil
Service founded to Waar kicked off wwith
protect the President the bombardment of

Fore Sumiter

photographer’s studio. Impressionism was first used as a
derogatory term by journalist Louis Leroy; in a satirical
magazine he derided one of Monet's works as ‘an
impression of nature, nothing more’.

The Impressionists were always a diverse group. The
first wave consisted of Monet, Renoir and Sisley, who
established friendships with Pissarro, Cézanne and
Morisot and were later joined by Degas and Manet. The
Impressionists wanted to get away from the twin
strictures of Realism and the idealized and highly
subjective, emotional art of the Romantics. Above all,
this new wave of artists wanted to get out into the open
air and paint what lay before them. Tht:}f wanted to
convey the freshness and spontaneity of nature by
capturing the transient effects of each passing moment.

This manifested itself, too, in a preoccupation with
the surface of the painting, including the texture and
physical nature of the paint and the way it is applied.

Impressionist paintings typically display short, thick

1864 1867 1879

The Geneva The US bought Themas Edisan
Conuvention met for Alaska from Russia perfected bis light
the first time to Jor twe cents an acre; bulh, which could
formulate rules for Karl Marx published burn for over
prisoners of war Das Kapital 13 howrs



brushstrokes and colours are applied next to each other
with little mixing on the canvas. Pure black paint is
avoided and wet paint is applied on to wet paint,
producing softer edges and a gradual fusing of colour.
The Impressionists learned much from the work of
Corot and Boudin, who had painted direct from nature.
Other painters who paved the way stylistically for
Impressionism include Delacroix, Rubens and Turner.
Another major influence was the unconventional
compositions found in popular Japanese art prints;
Edgar Degas was an avid collector of these. He was also
and the
experimented with the new possibilities opened up by

a keen photographer

Impressionists

the development of the portable camera.
The
Impressionism. Individual artists saw few financial

French public was slow to accept
rewards from the Impressionist exhibitions, but their
work gradually gained acceptance once art dealer Paul
Durand-Ruel had taken up their cause, arranging shows
in London and New York. Impressionism was popular
in America; Whistler, Eakins and Homer were among

the American artists who travelled to Europe to study.

1885 1588 1889

The world's first The Jack the Ripper The Eiffel Tower

skyscnzper was budlt murders ook wwas built for the

in Chicago place in Londons Great Exhibition
Eait End in Paris

Napoleon III became Emperor of France in 1851
and set about making Paris the new centre of Europe.
He employed architect Baron Haussmann to remodel
the centre of the capital; his new design featured tree-
lined boulevards. New squares, parks and civic buildings
helped to create a fashionable café society among artists
and writers. French poet Charles Baudelaire and
novelist Emile Zola were friends and contemporaries of
the Impressionists.

Post-Impressionism is the term applied to another
followed the
Impressionists from 1886 to 1910. Post-Impressionists

loose grouping of artists that
were even more diverse than the Impressionists. The
work of the Post-Impressionists displays a new
subjectivity, expressed by artists as different as Van
Gogh, Seurat, Munch, Gauguin, Klimt, Toulouse-
Lautrec, Vuillard and Bonnard. Cézanne was key to
Post-Impressionism and to understanding the art of the
20th century. He was preoccupied with the underlying
structure of things and his work features the struggle
between the principles of reality and abstraction that

was to set the mood for the dawning of a new era.

1895 1898 1899

X-ray discovered by China leased Hong The Boer War
Wilhelm Roenfgen; Kong to Britain for began between the
Louis Lumiére 99 years British Empire and
shewed the first Drch settlers

maTing pictures
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THE FREE

OF PAINT

HANDLING

LTHOUGH RESPECTED AND
admired by the younger
Impressionists, such as Monet,

Renoir and Sisley, Edouard Manet

(1832-1883) never actually exhibited

with them, setting his sights on

recognition from the established Salon.

Manet is, however, related o the

Impressionists because of the originality

of his subject matter and the free way

he handled paint.

Manet came from a solidly bourgeois
Parisian family and, despite his family's
opposition, trained to be a painter,
mainly by studying paintings in the
Louvre. Velisquez and Goya were
important early influences, along with
the Realist works of Gustave Courbet.
Manet started off by painting the social

milieu with which he was familiar,

although his work with its strong tonal
contrasts, bold colour and unorthodox
compositions always revealed a
rebellious spirit.

Deéjeuner sur { Herbe (1861-3),
featuring a naked woman picnicking
with clothed men, was rejected by
the Salon and seen as shocking = not so
much because of its nudity, but because
of its refusal to place the work in a
classical setting. Manet followed
this with another reinterpretation of
a classical work, Olympia (1861-3),
which again caused controversy due to
the overt sexuality and confrontational
gaze of his model.

Manet was more of a Realist than an
Impressionist in many ways, but the

opposite in nature to the passionate,

coarse Courbet, br:ing_ more of afhm'yr,

the term used to describe an ‘idle man
about town’. Part of the Monmartre café
society, Manet was friends with many
other artists and writers, in particular
Baudelaire, and followed his advice to
paint modern life, sketching constantly
in the boulevards and the cafés of Paris.
Working at Argenteuil in the 1870s,
Manet had more contact with the
Impressionists, but continued to
paint mainly from models in his studio.
He was interested in depicting figures
such as singers and waitresses and
their relationship to the aties they
inhabited. Manet’s sall lifes are some
of his most beautiful works; these
acute studies of everyday objects are
extraordinarily physical, being modelled
from vital broken brushstrokes and full
of gleaming light.

4 Toe CroQUET GAME, 1873
Epouarp MANET

In 1873, croquet was a pepular activity
Jor both men and women. This game is
taking place in the garden of Belyian arfist
Alfred Stevens, allowing Manet, seen fo the
Jar right, fa swoap mallet for paintbrush
and experiment with painting cutdoors.
Paint is applied nformally and freely,

anticpating Impressionism.
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THE PLAY OF LIGHT

MPRESSIONISM OFFICIALLY DATES

from 1874 when Monet, Renoir,

Pissarro, Sislc_-_.f, Cézanne, Morisot
and Degas organized their own
exhibition in an empty photographer’s
studio. A journalist accaidentally pave the
group its name, after launching a savage
attack on Monet's painting, Tmpression
Sunrise, arguing that ‘wallpaper in its
embryonic state is more finished'.

Claude Monet (1840-1926) is the
archetypal Impressionist. His work is
characterized by the fact that he applied
pure pigment directly on to a canvas
prepared with white paint. Painting
outdoors, Monet used his luminous
colour to capture the play of light across
the natural landscape, eliminating
unnecessary detail and using rapid,
sketchy brushstrokes to record the
constantly changing conditions.
Monet was born in Paris but

educated in Le Havre, where he met

P GARE ST-LAZARE, 1877
CLAUDE MONET

This rathoay station was a recurring metif

for Monet, although only four of bis seven
versions of the tferior of this station
have survived. In this unusual view, the
smoke from the engines billowws round the
cavernous stafion, the loose, skefchy marks

creafing @ sense of urgency and 1mmediacy.

Boudin whoe encouraged him to paint
directly from nature. Monet met
Pissarro, Renaoir, Sis]t_-_.f and Bazille while
studying in Paris and painted with them
at Chailly near Fontainebleau, forming
an embryonic Impressionist group.
During the 1860s, Renoir and Monet
produced the first pure Impressionist
paintngs, in which tht_!_.-' started bn:'aking
up colour to create dapp]r;:d and
glittering Light effects.

Monet took part in five of the eight
Impressionist exhibitions. His work
continued to receive unfavourable
reviews and, like other Impressionists,
he experienced poverty until the timely
intervention of dealer Paul Durand-

Ruel ensured that their work was

brought to the attention of a wider and

maore discerning audience. Monet
remained dedicated to the study of light
and its transforming impact on nature
and, in 1876, he started to paint a series
of works based on an individual motif,
Gare St-Lazare, Haystacks and Rouen
Cathedral are some of his best-known
works and richly demonstrate the acute
tonal sense that Cézanne fam()us]y
described as ‘only an eye, but my God,
what an eye’.

In 1883 Monet setded at Giverny
and built an extraordinary water garden.
Here, with his t}-'rsight fﬂ.iling,
he created expansive canvases of
waterlilies which surround and engulf
the viewer and, as fields of pure,
broken colour, do much to anticipate

Abstract Exp ress1onism.
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« WATER LILIES (LES NYMPHEAS), 1905 CLAU
of Paris fo Giverny

ridoe. He made a sert

5, a5 well as pr
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CAPTURING THE MOMENT

L RENCH [MPRESSIONIST AUGUSTE
Renorr (1841-1919) became
best known for the joy that he

saw in the charming children, gay
crowds, social celebrations and, above all,
the pretty women that he painted.
His work does not have the intellectual
rigour of Monet's, instead it has a
sweetness that is best expressed in
Renior's own words: “Why shouldn't art
be pretty? There are enough unpleasant
things in the world.

Renoir was born into a relatively
poor family in Limoges, moving to Paris
in 1845 where he trained and worked as

a portrait painter. He met Monet in
1862 and exhibited in four out of the
cight Impressionist exhibitions. Between
1867 and 1870, Monet and Renoir
worked outdoors ade by side, painting
subjects such as poppy fields and river
scenes; both were keen to capture the
transient effect of light. Renoir's was an
innovatory palette that made use of
bright, sparkling colour, but not black;
his darkest hues were mixed from burnt
umber and ultramarine and his feathery
brushstrokes also contribute to a
uniquely soft and flexable sense of form.

Renoir gradually distanced himself

=« BOATING ON THE SEINE, I 879—1850 PIERRE-AUGUSTE RENOIR

Renatr .paiﬂ.fea’ outdoors fo capture the immedtacy and ﬁf;bmrﬁ rgf what he saw bg‘i;rf hinn

Here, the painfing is as much about the shimmering cffect of fight on the broken surface of the

water ar if 15 about the fwo young mirls whiling away a lazy day on the river

from the Impressionist movement -
he never lost affection for old masters
such as Rubens and Boucher — and his
later work showed an altogether more
classical sengbility.

Edgar Degas (1834-1917) came
from a more prosperous background,
attending the Academy School in Paris
before studying Renaissance works in
Naples and Rome. He began by painting
portraits in a severely classical manner,
but abandoned these for compositions
drawn from contemporary life, such as
the ballet, theatre, circus and the races.

Degas never fully subscribed to the
theories behind Impressionism although
he was part of the wider circle from
1861, and exhibited with them until
1866. Degas was fascinated by the
possibilities of the camera and also by
his own private collection of Japanese
prints. Unusual angles, fipures cut by
the frame and an off-centre focal point
were, subsequently, all dramatic features
of his compositions, many of which
were executed rapidly in pastels as well

as in oil.

¥ JocKEYSs BEFORE THE RACE, c1878-79
Epcar DEGas

This racing scene focuses on the fense
moments before the race as three fockeys
prepare for the off on a bleak winery day.
The unusual, asymmetrical composition —
with the starting post cutting across the
riders — was quite possibly the resulf of
Degas’s keen exploration of Japanese prints.
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THE FEMALE GAZE

" HE [MPRESSIONIST CIRCLE
embraced Mary Cassatt
(1844-1926) and Berthe

Morisot (1841-1895), two important
women artists who studied, worked and
exhibited with their male counterparts,
including Degas, Manet, Monet and
Pissarro. The subject matter available to
women artists of this period was limited
= this was a ime when even being alone
in 4 room with a man was considered
inappropriate. Women Impressionists
used women and children as models,
partly out of necessity but also because
the female gaze, and femininity in
general, was so under-represented in art
that they were able to offer a unique and
singular contribution.

Mary Cassatt was born in Pittsburgh,
USA, but yearned for the challenges and

» MoTHER's Kiss, 1590-91 Mary
CassarT

Tins coloured print features a mother and
children a theme fo which Cassaft refurned
many times. Although herself unmarried,
she spent time with friends and famaily whe
had children and enfoyed represensing them
in her work. The slight awkwardness of
the child prevents this image from being

unduly sentimental,

adventures that Europe had to offer and
pleaded with her father to let her travel.
She studied in Spain, Italy and the
Netherlands, before setding in Paris
where she met Degas, who became

a lifelong friend and mentor. Cassatt
exhibited with the Impressionists
between 1877 and 1881, Like Depas,
Cassatt made many pastel studies, as well
as lithographs and etchings, revealing the
influence of Japanese prints from the
ukiyo-e tradition. Her studies of women
and children, in particular the work that
is generically referred to as her ‘Mother
and Child" portrayals, are tender without
being mawkish. Degas described her art
as being preoccupied with the study of
‘reflections and shadows on skin and

costumes for which she has the greatest

feeling and understanding’.

Berthe Morisot came from an
aristocratic French family and was the
great-granddaughter of Fragonard, and
sister-in-law and pupil of Edouard
Manet. In 1868, she posed for Manet's
The Balcony, with her mother in
attendance for the sake of propriety.

She studied under Corot and took part
in seven of the eight Impressionist
exhibitions. Limitations placed on female
artists of the ime meant her paintings
frequently included members of her own
family, or featured simple, domestic
scenes observed from her own life.
Morisot’s many charming and intimate
portrayals of girls and young women
provide an unsentimental record of the
transition from girlhood to womanhood.
Interestingly, during her lifetime Morisot
outsold Monet, Renoir and Sidey.

» THe CHERRY TREE, 1891

BERTHE MORISOT

Two young givls pick cherries from a free:
in £his work, as in most of ber paintings,
Meorisot focuses on the Hhings she knew well,
She muade several sketches before beginming
this painting as, in a late work ke this,
she rarely relied on direct ohservation

Jfrom nature.



IMPRESSIONISM AND POST-IMPRESSIONISM 121




122

COLOUR AS FORM

“1" MPRESSIONISM IN ITS PUREST FORM
was concerned with the quality of
.light and the changing shadows
across 4 landscape. Camille Pissarro
(1830-1903) and Alfred Sisley
(1839-1899) remained true to the
original aims of Impressionism, painting
landscapes in the open air, buillding up
form from dabs and flecks of pure,
brilliant colour. Both artists preferred to
live outside Paris in the countryside
where they could focus on painting rural

scenes. OF all the Impressionists, Sisley

remained most true to the movement's
principles, never developing beyond
them. Georges Seurat (1859-1891) was
a Post-Tmpressionist, a younger artist
who expressed a keen and scientific
interest in Impressionist theories of
colour. Seurat developed a new method
known as Pointillism in which dots
of pure colour, laid side by side on the
canvas, blended in the viewer's eye
rather than on the artist’s brush.
Camille Pissarro initially worked

under Corot in Paris who advised him to

a Boar DuriNG THE FLoOD oF PORT-MARLY, 1876 ALFRED SISLEY
In February 1876, severe floods at Port-Marly on the left bank of the Seine inspired Sisley

to produce seven different paintings of the scene. This one &5 a quiet, Iyrical painting largely

mm‘bama’ gfwa.frr and :.é_v, m which the y‘prigb! P‘G[E’I and frees add dfp.l:é fo the romjﬂ'o:i!ian

make small sketches working directly in
the landscape ‘to study light and tonal
values'. A senior figure to the other
Impressionists, Pissarro was 44 by the
time of the first Impressionist exhibition
and he was the only member to show

in all eight. His remarkably consistent
vision focuses on direct observations of
light and atmospheric conditions as
well as the human figure, showing
something of Millet and Daumier's
concern for the plight of the working
man. In the 1880s, Pissarro also became
interested in optics and exhibited some
Pointillist work with Seurat.

Alfred Sisley had English parents,
but met Monet and Renoir while
studying in Paris in 1862. He became a
central figure of the Impressionist group
and exhibited with them four times.

His loosely worked landscapes are
freshly painted in clear colour and subtly
evoke atmosphere. Sisley's many views
of the French countryside = of meadows,
floods and fields covered in snow = are
perhaps the most lyrical of all
Impressionist works.

Post-Impressionist Georges Seurat is
significant not only because of his
scientific approach to colour, but because
of the geometric precision with which he
arranged his subject matter. Although,
like the Impressionists before him,
Seurat worked on studies in the open air.
He then worked up his precise, classical,

uncluttered compositions in the studio.
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~ THE RED RooFs, ¢ "AMILLE PISSARRO

This rural scene showing a corner of a vill

4 € tn winter is i

Fissarro spent with the Impressionists. The painfing fulfils the essential atm of Impressio

in making the spectator feel that he is actually present in the landscape through an oby

recording af the transtent i bt and colour.
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SUBTLE TONES

MERICAN JaMES ABBOTT

. McNewL WaisTLER
J(1834-1903) left the US for
Paris in 1855. Whistler trained under

¥

Charles Gleyre, a realist painter, and was
at first influenced by Gustave Courbet.
After meeting Manet and Degas,
Whisder's style changed, but although
his paintings in the 1860s came close to
Impressionism, he was never a fully
associated member of the movement.

A dandy and a wit, Whistler moved to
London in 1859 where he mixved in

elevated circles, fraternizing with Osecar
Wilde and Dante Gabriel Rossetti
among others. The poet Baudelire was
also an acquaintance. Whistler firmly
believed in the idea of art for art’s sake
and expounded this idea in a lecture first
delivered in 1855.

Whistler loved Japanese art and
appropriated some of its basic principles
into his own work, juxtaposing areas of
colour and tone on what was a flat,
decorative surface. He gave his elegant,

stylized arrangements musical titles

« NOCTURNE, BLUE AND SILVER, 1877 James McNEILL WHISTLER
This is the first of Whistler's series of Nocturnes — namely patntings of the river Thames at

m;gbf - !brﬂ'ugb wwhich the arfisé wished fo con vey a sense rgfbfamy, ¢ has an afmost abstrace

gs.m’:':}l and [_prirism Fhat comer clase fo pure sensation. This wiew loaks aw‘ﬁam Batfersea

Bria’gf towards Cheliea, with a man on !.bfﬁre:borf,jmf wvintfle fnﬁwz.f qfa Jow &argf.

which help to reinforce the idea of the
paintings as harmonious compositions
and subtle evocations of mood.

British painter Gwen John
(1876-1939) studied at the Slade School
of Art with her brother Augustus. She
went to live in Paris in 1903, where she
was taught by Whistler, who inspired her
use of subtle, delicate, greyish tones. John
lived in France most of her life but, after
an unhappy affair with sculptor Auguste
Rodin, became something of a rechise.

She painted her attic room several
times, although the image she portrayed
was one of a quiet introspection, not
the one of neurosis or angst that might
be expected through her self~imposed
isolation. In 1913 she became a Catholie,
announcing: ‘My religion and my art,
these are my Bfe.” John's paintings
include several self-portraits, a series
of nuns and some individual women
and young girls; these are restrained,
muted studies of exquisite sensitivity,

using a cool, subtle palette.

¥ MiRE POUSSEPIN SEATED AT A TABLE,
cI1913-20 GweN JoHN

After converting to Catholicism in 1913,
Guen Jobn was commissioned by a
Dominican order of nuns fo paint a porerait
of their founder, Mére Marie Poussepin
(1653-1744). Johnk wistful painting was
based on a prayer-card image of Mére
Poussepin. Between 1913 and 1920,

Jobn worked on at least six versions of

this portfrait.
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MUSCULAR REALISM

~ MPRESSIONISM BECAME A TRULY
international movement and its
FL influence was felt in countries as
far apart as Japan and America.
Along with James Whistler, American
artists Winslow Homer (1836-1910)
and Thomas Eakins (1844=1916) were
drawn to Europe to study. America was
undergoing a period of great change.
It was the time of the American Civil
War (1861-1865), when the federal
government came into conflict with the
southern states over the issue of slavery.
Winslow Homer was born in
Boston, Massachusetts and started his

working life as a lithographer. In 1859 he

~ THE LirE LiNg, 71884 WinsLow HOMER

moved to New York where he worked as
a freelance illustrator. When the Civil
Wiar broke out, Homer was sent by the
magazine, Harpers Weekly, to cover the
fighting. He observed the batde of Bull
Run and accompanied the Union army
during its Peninsula Campaign. Homer
developed a reputation for realism, his
lively fipure groupings making use of
dramatic contrasts of light and dark.
After a visit to Paris in 1873, he
began to work in watercolour. He
travelled to England where he spent two
years in the north-east fishing village of
Cullercoats, producing watercolours
based on fishing and life at sea. His style

A dramatic scene in which a shipwreck victim attached to a line dangles precariously above

stormy warers, A rfdr[mf.bﬂa.p; fke aﬂag ﬁgﬂm’fiﬂg the a:!PFﬂfHﬂg weather condiftons.

The sea and acts g"bemism i which mrijigb.fs fo master fbfﬁ'r(es ry"na{urf was @ subifect

that Homer refurned fo many fimes.

loosened up considerably and his
brushstrokes became freer and more
spontaneous. He returned to the United
States in 1883 and settled at Prouts
Neck on the coast of Maine, where he
concentrated on seascapes. These marine
paintings = in which man is often shown
as overwhelmed by the vastness and
sheer force of the ocean = are regarded as
his most important work.

Painter and photographer Thomas
Eakins studied at the Ecole des Beaux
Arts in Paris where he was influenced by
Manet. A trip to Spain in 1870 enabled
him to study Veldsquez and Ribera at
first hand; both had an influence on his
particular style of scientific and exact
realism. A born controversialist, his
brutally realistic portrayal of surgeons
caused uproar among a rather squeamish
public. Alongside his uncompromising
portraits — including one of Walt
Whitman which delighted the poet -
many of Eakins' paintings reveal his love
of sports, featuring men engaged in

boxing, baseball and rowing.

» BETWEEN RouNDs, 1899

Tromas Eaking

The boxers pause between rounds and we
can see prizefighter Bifly Smith getting
freatment for bis cufs in a fight that
actually fook place in Philadelphia
Eaking' portrayal of athle fes was informed
by bis prowing interest in photography.
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ANGUISHED VISION

"'I'lr' %, OST-IMPRESSIONISM IS THE

i
'*L name given to the group of

painters working at the end
of the 19th century and the start of
the 20th century.

Along with Cézanne and Gauguin,
Vincent van Gogh (1853-1890) was
the greatest of the Post-Impressionists,
There is no one style that characterizes
the group although, of all of them,

Van Gogh's paintings with their violent
swirls are perhaps the most instantly
recognizable.

Van Gogh was a maverick, a zealous
man who threw himself wholeheartedly
into whatever he did. Initially it was as a
preacher to the miners in the Borinage,
Belgium, but he was rejected by the
church and turned to art. In 1881, living

again with his parents in Etten, Van

Gogh started to make graphic studies
and sombre paintings of peasants and
neighbours he saw working around
their homes and on the land.

In 1886 Van Gogh left Holland for
Paris where he lived with his brother
Theo, an art dealer. His move to Arles,
in the South of France, resulted in a
radical change of palette, but his idea of
founding 4 community for artists came
to nothing = the only painter who joined
him was Gauguin in 1888,

They quarrelled violently; Van Gogh
cut off part of his ear. After a period in
an asylum, Van Gogh had a massive
creative surge of energy, producing
seventy-six paintings in total. Two days
later, he shot himself.

In his short life, Van Gogh had

sufficient contact with other painters to

~ WHEAT FIELD wiTH Crows, 7890 VINCENT vaN GOGH
Van Gogh commitited suicide tn the same montlh that be patnted this picture. The most
common interpretation of the work suggests that the dark, turbulent sky, the confused

lpatbwa'}l and the flack crews rmeaibijﬁaugbt state rgfm:'ﬂd af the fime and in some way

anficipate his death

absorb some of the main influences of
his day, such as the lines and patterns of
Japanese prints. He was introduced to
many of the Impressionists although he
used colour very differently from them,
primarily to express his feelings. He
painted in a frenzied manner, his passion
serving to convey a sense of real
excitement in his work.

In the last ten years of his life, he
produced over 2,000 works, working
faster and faster as his suicide neared.
Characteristically, his dramatic and
vibrant colours were applied thickly with
short, broad strokes, side by side, with no
blending. He exaggerated and changed
things to suit his intense vision; his
interest lay in expressing the wildness of
nature, or the feelings that a field of corn

or a starry night sky could evoke.



IMPRESSIONISM AND POST-IMPRESSIONISM

« THE BEDROOM, 7559 VINCENT vAN GOGH

Van Gogh painted fwo versions of bis bedroom: the first in Avles in October 1888; the second

was painted from memory in September 1889, while he was fn the asylum at §¢ Rémy.
As be explained in a letter to Gauguin, Tt amused me enormously to paint the bare, Senrat-

ke st :i:ﬂ:l'if_v of such an tnferior ... I wanfed fo suggest absolute repose, you see. !




EXOTIC PRIMITIVISM

ke CEzanne anp Van Goen,

Paul Gauguin (1848-1903) was

influenced b_‘_t-' some aspects of
Imprﬁ&;siunism. but felt his art demanded
a different approach. Gauguin came to
painting after being in the merchant
navy and working as a stockbroker when
he was a young man. He showed work
mn the last few Ilnpn:ssi{mist exhibitions
and, in 1876, had a painting accepted by
the Paris Salon. In 1886, he abandoned
his wife and children, rejecting a stable
bourgeois family life in favour of

br_‘f_'m:]ing a full-time artist.

From 1894, Gau&min spent four years
in Britran_'g-' where he was the central
ﬁgur«: in 4 group of artists attracted b_g-'
his attempts to formulate a new aesthetic
which he called Synthetism. By this,
Gauguin meant that the forms in his
compositions were not derived from
empirical or objective methods of
looking, rather they were constructed
from symbolic patterns of line and
colour. This primitive, non-naturalistic
style, partly inspired by medieval stained
glass and folk art, made use of bold

colour and decorative elements which

~ AREAREA (JOYOUSNESS), 7892 PAUL GAUGUIN

Pau! Gauguin was drawn fo the Polynesian islands in search of the exotic, and this is

celebrated tn this depiction of a couple of young women under a free, one playing a flute.

Fiat areas of colour and clear outiines reveal the mnfluence of Japanese prints.

Gauguin admired in Japanese prints.
He also made woodeuts which have an
abstract, rh_p'dnniu quality to them,
and produced lithographs, carvings,
watercolours and ceramics.

In 1891, Gauguin left for Tahiti
where he spent much of the rest of his
life, iving in a remote part of the island
and painting the Pul}-'m_:sian pu)p!c n
their daily lives. His art records his
attempt to become one with the people
of the island; the i‘ll__‘mrcs become more
simplified, the outlines clearer and the
colour bolder and more dramatic.

He was one of the first artists to find
inspiration in the art of primitive
cultures. However, Gauguin's sojourn in
a tropical puradi5r: wis to bring about his
untimely demise as he ﬁnall_'!.f succumbed
to syphilis and died in poverty in 1903,

Greatly admired by the German
Expressionists, Gauguin became a
leading figure in what became known as
the Symbolist movement and is now
seen as one of the key exponents of

non-naturalistic art in the 20th century.

» ANNA FROM Java, ¢l 590

Pavr Gavcuin

Gauguin painted this image of an
Indonestan woman affer be had abandoned
bis family to five among the native people
in Tahitr. The high-key colour makes this a
typical work. The red monkey at Anna’s feet
Ipro&r:ﬁ:{y represents the warding off of evil,
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OFF CENTRE

HYSICALLY DISABLED FROM

both a genetic condition and

childhood accidents, Henri de
Toulouse-Lautrec (1864-1901) turned to
art during 4 period of convalescence. He
was born into an aristocratic family, but
after studying art in Paris, Toulouse-
Lautrec became part of a aircle of artists
that l'rm.]ucnttd the sm:d_y nightc]ub
quarter of Montmartre. Here, he painted
scenes from the theatres, café-bars,
brothels and music halls, in particular the
Moulin Rouge, home of the can-can.

Toulouse-Lautrec became a central

figure of the fin-de-siéde world that he
depicted. He taught painting to the
model and society bEH.L[l'_'!.-', Suzanne
Viladon (1865-1938), who became his
mistress. Toulouse-Lautree introduced
her to Degras and she became a successful
painter of figures, portraits and sl lifes.
Toulouse-Lautrec's off-centre
compositions reveal a strong Japanese
influence; he was also inspired by
Gauguin's use of outline and rhythmic
patterns. The simplicity of line, bold
colour and flat shapes meant that his art

was well suited to graphic dtsign and he

~ AT THE SALON, RUE DES MouLiNs, 15894 HENRI DE ToULoOUSE-LAUTREC

Toulouse-Lautrec used to visit brothels, in particular the one in the rue des Moulins, since

observing prostifutes inspired bim fo paint a number of works. These are, however, nof

veyenristic or fudgemental. Here, bored prostitutes ave seated on plush velvet sofas; the

wentens wolafion and foneliness seem fo be what inferests Lautrec.

became known as a master of both the
poster and the lithograph.

English pamnter Walter Sickert
(1860-1942) was born in Munich.
Despite the fact that both his
grandfather and his father were painters,
Sickert initially pursued a career as an
actor. In 1868, he moved to London and
studied at the Slade School of Art where
he took lessons from Whister. He later
went to Paris and met Edgas Degas,
whose drawing and creative use of
pictorial space made a deep impression.

Like Toulouse-Lautrec, Sickert
turned to the theatre and the music hall
for his subjects, painting portraits and
low-life genre subjects, often depicted
from ambiguous points of view.

The theme of confused or failed
communication between people became
a regular feature of his art. Sickert also
painted intimate domestic scenes
emphasizing the wallpaper patterns and
other banal features, as well as creating
abstract decorative shapes and flattening

the sense of space.

» Ennul (BOREDOM) CI914

WALTER SICKERT

Sickerts paintings present a sometimes
disturbing view of sexuality in which
unusual vantage points creafe a complex
and infense sense of space. Here, a couples
fronbled relationship is brilltantly suggested
in a bleak porfrait which was the

im‘pr'mﬁm_fbra story !J_p Vi:rgfrzia Weaalf.
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RAW ANGST

7" N THE PAINTINGS OF NORWEGIAN
artist Edvard Munch (1863-1944),
L there 15 a great affinity with the
Symbolist work of Paul Gauguin whom
he met in Paris in 1908.

The intense colour and visionary
decorative qualities are, however, allied
in Munch's work to a deep emotional
anguish that came from the need to
express his innermost feelings.

Munch, along with Van Gogh, was
a forerunner of Expressionism; this
was one of the greatest movements at
the start of the 20th century, which
abandoned the idea of art being
faithful to nature in favour of making
work that expressed emotions residing
deep within the artist

Munch's mother died when he was
five and his sister when he was 16: both
experiences affected him deeply and, as

an adult, he suffered bouts of mental

illness and was subjected to electric
shock therapy. Munch studied art in
Christiania (now Oslo) and travelled

in Germany, Italy and France, before
settling in Oslo. During his visits to
Paris between 1889 and 1892, he became
familiar with Van Gogh and the work of
Gauguin and other Symbolists, including
Odilon Redon.

Munch formulated his own personal
art in which the swirling lines and
strident colours both contain and
surround strange, dreamlike images.
Revealingly he said: ‘Art 1s the opposite
of Nature. A work of art can only come
from inside a person.’

In the 18905, he worked on The
Frieze of Life cycle of paintings, which
include The Sereaas and which reveal
the artist’s preoccupation with themes
of alienation, neurosis and morbadity =

subjects that continue to concern artists

» THE SCREAM, 1897 Epvarp MuNCH

in the 21st century. Unsurprisingly
perhaps, Munch had a troubled
relationship with women, whom he
portraved as powerful, enigmatic
creatures. He allowed his own feelings
of sexual imdequacy, jealousy and
unease to eat away beneath the surface
of the works,

Munch lived a dissolute life -
drinking and womanizing = and the
unhappier he was, the more
autobiographical his work became,
revealing his state of mind through
increasingly unnerving imagery and
contorted forms.

He did, however, achieve success
in his lifetime, exhibiting worldwide
and winning awards. He also produced
etchings, lithographs and woodeut
engravings that greatly influenced
the development of the German

Expressionist art movement, De Briicke.

The best-known of all Munchs work, there are several versions of this painting, which is
part of a series entitled The Frieze of Life, cxploring themes of life, love, fear, death and
melancholy. Deescribing bis inspiration for the work, Munch falked about sensing ‘an infinite

screqm passing through nafure’
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ExprLiciTLY EROTIC

=W~ N AusTria, the highly ornamental

" work of Gustave Klimt (1862-1918)
- contained elements of Symbolism,
but was also part of the new decorative
art movement known as Art Nouveau.
Developed in the 18905, this movement
was inspired by organic, natural forms
and expressed itself in various media -
sculpture, jewellery, ceramics and posters.
An international style, Art Nouveau was
known in Austria as Sezessionseil, Klimt
was one of the founding members of the
Viennese Secession in Vienna, a group of
forward-looking artists and designers
that formed in 1897 and who broke away
from the mainstream salon exhibitions to
explore the possibilities for art outside
the confines of academic tradition.

Gustav Klimt trained as an

architectural decorator and began his

career painting interior murals in large

» NUDE, 7977 EGON SCHIELE

With sfs tense fine and strange pose of a
woman bent backwards, this study of a nude
looks like a typical Schiele composition.

In April 1912, he was arrested for seducing
a young givl below the age of consent, and
at the same time police sefzed more than

a hundred drawings which they considered
o be pornographic.

public buildings. His career came to an
abrupt end when three of his paintings
were criticized and destroyed for their
overt eroticism. Klimt's work is
characterized by a decorative layer
composed of degant pold, or brightly
coloured shapes that conceal or distract
from the erotic positions adopted by
many of the models. Klimt's distinctive
style is inspired by an eclectic range of
influences, including Egyptian and
Byzantine art, the engravings of
Albrecht Diirer and Japanese ubiyo-e.
His many candid portraits of women,
often renowned femmes fatales,

feature archetypal images of feminine

bﬁ:auty and scxualit}-'.
Fellow Austrian, Egon Schiele
(1890-1918), met Gustav Klimt at the

Viennese Academy in 1907, Klimt
recognized Schiele’s talent and, in 1909,
invited Schiele to exhibit with him; here
he came across the work of Munch and
Van Gogh, among others. Digllusioned
with the academic style, Schiele began to
make explicitly sexual work that many
found deeply shocking. He also made a
series of self-portraits which, with their
exaggerated gestures, arresting colour

combinations and jagged contours,

showed the influence of Expressionism.
Schiele is best known for his
drawings and watercolours in which
writhing, naked and often emaciated
bodies express a range of intense
emotions, from passion to desolation.
The nervy quality of his line, combined
with his complex, tortured personality,
help contribute to an anxious and, at

times, disturbing vision.

» THE VIRGIN, 7912 GusTAY KLIMT
This brilliantly decorative work is
distinguished by the jewel-fike colours and
the swirling ornate patterns of the many
cowers ont the bed. In a break with
naturaliso, Kiime uses symbolic elements
drawn from an eclectic range of influences
which empbasizes how different bis work
is from fraditional fine art,
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INTIMATE INTERIORS

» ETWEEN THE PosT-
<, ImprEssionisTs and artists of
AY the modern era stands a small

group of French artists known as the
Nabis (the Hebrew word for prophets).
United by a love of Gauguin, these
artists met at the Académie Julien in
Paris in the 1890s.

The Nabis rejected the naturalism
of Impressionism and admired
the simplification of form and the
spirituality that they found in Gauguin
and Japanese art. Pierre Bonnard and
Edouard Vuillard, who mnitially shared a

studio in Paris, were the most important

Mabis. Both artists focused on painting
quiet, introspective scenes of demestic
life, termed Tnrimisse.

Known as the Japanese Nabi, Pierre
Bonnard (1867-1947) had an instinctive
feel for desipn which expressed itself
through his love of Japanese woodcuts.
Bonnard simplified the shapes and
patterns of his compositions and made
use of light, not as the Impressionists
had done, but as an intrinsic part of his
rhythmie, colourful compositions.

He painted intimate interiors which
emphasized everyday objects, and the

members of families gathering round the

~ THE DRrESS WITH FOLIAGE (detaif), 1897 EDOUARD VUILLARD

Vuillard s early exposure fo rolls of decorative fabric — bis mother was a dressmaker — 15

revealed through the squiggly-patterned dress of the standing fuypure. This crowded, intimate

scente, with the women bent over their sewing, also reflects bis love of the simple shapes that

be found in Japanese prints.

table or going about their daily routines.
Bonnard's models reveal little of their
personality. From 1926, he worked in
Le Cannet where he often used his wife
Marthe as his model, as well as painting
flowers, interior views and landseapes.
He was 4 great colourist whose
conventional works radiate a sense of
wellbeing along with their prismatic
light effects.

Edouard Vuillard (1868-1940) spent
practically all his life in Paris. When
his father died, his mother turned to
dressmaking to support her family and
Vuillard was surrounded by fabric and
lengths of cloth. This early exposure to
patterned dloth is reflected in the
wallpapered intimate interiors of his
paintings in which people, mainly
women, are shown carrying out everyday
tasks. The muted, delicate colours,
small brushstrokes and broken surface
contribute to 4 rich textural sense,

Like fellow Nabi, Bonnard, Vuillard’s
early work was hugely influenced by
Japanese drawings. Vuillard constantly
sketched people in public places.

His modest paintings reflect a love
of the ordinary, but there is also an
intriguing ambiguity of form that
ereates a subtle tension. His later works
were larger and more naturalistic due

to reliance on photographs
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~ DG Room 1N THE COUNTRY, 7973 PIERRE BONNARD

When Bennard moved from Paris fo the South of France, his use of colour brightened in
response fo the Mediterranean sunlight. The contrast between the dominant elements of the
composition — the strong vertical lines and the circular table — and the little details of the
interior, such as the cats on the chairs, enbances the feeling of tranquil domestic intimacy.
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BOUNDARIES
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he first half of the 20th century saw people’s

lives change in extraordinary ways that we can

hardly imagine. Those who might have been
relying on the hansom cab to go about their daily
business now had the automobile. Telephones and other
technological developments eased the process of
communication. Scientific and medical advances
improved the lives of many, and even saved the lives of
those who might have succumbed to a previously
incurable illness or disease.

However, two world wars took their toll on the
population, with many artists getting caught up in the
struggles, or having to flee their country in order to
survive; the mounting pressures of living at a time of
upheaval undeniably took their toll. As the century
progressed, the pace stepped up and the old certainties
disappeared, never to be replaced. Artists, like everyone
else, had to come to terms with this transformation by
trying to make some sense of the flux.

This notion of the 20th century as a time of
momentous change is mirrored by the fact that there

were many emerging art movements and styles. These

1900 1901
Freud s Cucen Vietoria died
Interpretation of and the ftrst wireless
Drcams published cOmmUnIeat ion
hetaoeen Britain and

the USA took place

Hight made by the

were often short-lived; at the start of the century
no sooner had a new style made its mark, than
it disappeared or reformed round a different grouping
of artists.

Modernism is the broad and lasting term that
overarches the art made at the beginning of the 20th
century. A description that is applied across all the arts
—namely fine art, applied art, architecture, literature and
music before 1914 — modernism rejected the stuffy,
traditional art of the previous century and
wholeheartedly welcomed everything that was fresh and
progressive in the modern era.

During the 20th century, photography became
accepted as a fine art medium in its own right. This new
method of recording the world had clear implications
for the practice of painting, bringing its very purpose
into question. Suddenly, what was in front of you could
be rendered far more quickly and easily with a camera
than with a paintbrush. Artists were forced to engage
with this idea and redirect their work methods.

Cézanne is regarded as the linchpin of modern

painting and crucial to the artistic developments of the

1903 1908 1914
The first powered, Fard introduced The assassination gf
heavier-than-atr the Model T, the Archdube Franz

profotype ‘motarcar
Jor the multitudes'

Ferdinand spavked
events leading to the
First Warld War

Wiright brathers



20th century. Cézanne didn't paint a realistic likeness of
the arranged apples and the landscapes in his
compositions; instead he examined them intently to see
how they fitted together formally, in terms of structure,
tone and colour, applying the principles that he had
gleaned from his research.

The result was paintings that commented on the
physical world, but above all possessed their own sense
of space. After Cézanne, paintings, whether figurative or
abstract, convey more of an alternative pictorial reality.
For the first time, painting was articulating its own
language. This meant that Matisse, the Fauves, the
Expressionists and all the artists that were to follow in
the 20th century had to determine exactly how this
language should best be constructed.

This opened up the whole question of what was fit
and proper to paint. As painters began to look wherever
they chose for inspiration, what made 20th century art
so exciting and radical was that no one, single trend or
course was followed. Rather, the 20th century is a story
of disparate movements and artists who, collectively and

individually, approached their subject matter in a new

spirit of freedom and autonomy; exploration and
innovation are the key words here. Some painters
focused on their own private struggle, picking up where
Van Gogh had left off and looking deep within
themselves to explore their innermost feelings. German
Expressionists like Emil Nolde and Max Beckmann are
examples of this tendency (as are later American
Abstract Expressionists like Jackson Pollock and
Willem de Kooning).

Others, such as Kasimir Malevich and Piet
Mondrian, adopted a more intellectual approach,
referring to the political or psychological theories of the
day, or, like Wassily Kandinsky, used other art forms
such as writing or music as a starting point. The
revolutionary approach developed by Picasso’s Cubist
experiments, the absorption of Freuds theories of the
unconscious into the surreal world of Salvador Dali,
or the fascinating and insightful self-portraits of Frida
Kahlo can not be fitted neatly into any category. This is
the point. In the 20th century, painting is less easy to
pigeon-hole; it is characterized by being highly

subjective and broadly diverse.

1922 1926 1928

Thwe masterpieces John Logie Baird Women in the UK
were prblished: frmnsmitied got ayual vating
James Joypces Ulysses mowing images of rights. Penicillin
and TS Efiaf’s the Buman face for airar discovered
The Wasteland the first time

1939 1946 1947

Germany invaded Chuerchill made The Marshall Plan
Poland, making the His famous Tron brought aid to
Second Werld War Curtain' speech. bankrupt Eurape.
ineuitabile The LN apened for Mag Zedomg declared

Brainess in New Yook

China a republic
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PAVING THE WAY

1KE Trrian ann Mawer before

him, Paul Cézanne (1839-1906)

is 2 hugely significant artist
whose life straddled two major periods
of change. Cézanne’ paintings reflect
the division; he is the last and most
significant of the Post-Impressionists of
the 19th century. Even though he died
only six years into the 20th century, his
work has had an enormous and lasting
impact on the modern era. Cézanne's
groundbreaking experiments with form

and structure have led him to be

considered as important an artist as
Leonardo and Rembrandt.

Cézanne came from a relatively
wealthy background and an allowance
from his father meant that he could
travel from his birthplace in Aix-en-
Provence to Paris. Here, he became
friends with Camille Pissarro and got
involved in the anti-establishment moves
against the Academy. He was involved in
the first Impressionist exhibition of
1874. Throughout his life, however,

Cézanne continued to submit work to

4 STILL LIFE WITH APPLES, 1593-94 PAUL CEZANNE

In fus search to express three-dimensional form more effectively on the two-dimensional plane

of bis canvas, Cézanne gften appears fo shift bis viewpoint. You can see this if you compare

the ;.&apf qf.ﬁ.&n’ fﬁ:l';ﬂjfj af the fap ry‘_a‘,&e fwop vases in this secll bfe — the eﬂ':;pse of the vase on

the right appears fo be fiffed fowards us.

the official Paris Salon. Although he met
Manet and Degas through his friend
Pissarro, Cézanne was never part of any
group or movement, He prﬂﬁ:rmd to
pursue his own experimental approach to
composition and form through research
into other artists, as well as by
experimentation in the studio.

Much of Cézanne's early work is
quite dark and heavily worked, often
with the help of a palette knife; a
new freedom and lightness appears in
his work after contact with the
Impressionists in the 1870s. After the
death of his father in 1886, Cézanne
moved back to Aix. Here he began an
intense period of work in the studio
during which he was precccupied with
the question of solidity and form.
Whether he was painting apples and
Oranges on i table dnﬂ':, the me:ng:a]
hills or working from a nude model,
he ?iuught to convey a sensc of the
underlying structure of what lay before
him. He made repeated studies of tone,
looking carefully at the way this affected
form, which meant that many of his
paintings offered a fundamental
re-evaluation of the picture plane.

In demonstrating how it was possible to
recreate the dimensions of space within
the frame, Cézanne prefigured Cubism
and paved the way for painting in the
20th century.
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RiorTous COLOUR

LTHOUGH SHORT-LIVED,

Fauvism was one of the first

Major new movements in
western art in the 20th century and arose
out of the friendships formed in Paris
between the artists André Derain
(1880=-1954), Maurice de Viaminck
(1876-1958), Raoul Dufy (1877-1953),
Georges Rouault (1871-1958) and
Henri Matisse (1869-1954).

The Fauves first exhibited together at
the Salon d'Automne in 1905, and their
name came from the critic Vauxcelles
who, in reference to a Donatello statue
exhibited in the same room, exclaimed:
‘Donatelio au mifien des fauves!

(‘Donatello among the wild beasts!")

4 [onpoN BRIDGE, 1906 ANDRE DERAIN

Deratn came to London in 1906 tﬂprﬂ'a'yre a sertes gf works fo rival Claude Meonet s London

Fauvism refers to paintings that are
intensely bright and which make use of
an artificial colour scheme in which
many of the colours clash violently -
pinks on reds, or oranges on reds,
for example. This was revolutionary in
that it broke with the tradition of
tr_ying to match colours to those that
existed 1n the natural world. Here, vivid
colour was used more for dramatic and
decorative effect.

André Derain was perhaps the most
typical and certainly one of the most
important of the Fauves. In his Fauvist
phase, Derain painted landscapes that
were notable for their scorching colour

as well as for the broken, mosaic-style

views, exbebited fo great acdatm in 1904, Devain made painfings of bridges and barges

m’a.ug the river Thames in which the scenes are fransformed !{}' the vivid, inéense colour,

brushwork. From about 1919 onwards,
Derain’s style became more markedly
eclectic. Maurice de Vlaminck initially
also made use of wild colour contrasts,
inspired 1n part by the Van Gogh
exhibition in Paris in 1901,

Like Derain, he painted mainly
primitive landscapes and in later years
reverted to a more sober 5[’_1_.-']1:_ A graphic
artist and textile designer, Raoul Dufy
was inspired to join the Fauves because
of his association with Matisse.

Dufy’s trademark style of drawing -
rapid calligraphic marks over bright
colour washes — developed after his
period with the Fauves. Georges
Rouault, although a close associate of
the Fauw:s, was the odd one out.
Rouault’s vision was altogether darker;
he painted a series of figures on the
outside of society such as clowns and
prostitutes, expressing his hatred of all

things inhumane and corrupt.

» Oreny WinDOW, NICE, 1928

Raour Dury

Dufy uses bold colour and pattern to depict
thir interior of a hotel room overlooking the
French Reviera. The apen window reveals
an invifing and vikrant view that is full
of fighe This joyful sceme bas flat areas of
colour tn contrast fo the ornate patterns

and rFwirdt e, :‘xprf:ﬂ'w raff:};rap.bf c finex
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COLOUR,

NE OF THE GREATEST ARTISTS
i  of the 20th century, Henri
/" Matisse (1869-1954) used

pictorial space primarily to convey the

emaotive power of pure colour.

He was not interested in convincing
the viewer of the reality of the space
within the frame, rather his paintings
are meaningful because of the brilliance
of his colour, ine and overall sense
of design. Matisse gave up his original
training as a lawyer to be a painter
and studied under Gustave Moreau,
the leader of the Symbolist movement.
In 1904, Matisse joined forces with
the Fauves.

Orther influences played a part in

Matisse’s subsequent development
including a visit to North Africa in 1906
and an Islamic exhibition in Munich in
1910. Here, he was greatly impressed by
the richness of the oriental textiles and
patterns, the influence of which can be
seen particularly in his Odalisgue series
of 192025,

The great ballet impresario, Diaghilev,
and his Russian troupe were in Paris in
1909 and this was another source of
inspiration, leading to two great works
featuring a circle of dancing figures
known as The Dance and Music Matisse
was drawn, in particular, to studies of the
figure, commenting: *[it is] through the

human figure that T best succeed in

P Tue Dance, 1909 Henr MATISSE

LINE AND PATTERN

expressing the almost religious feeling 1
have towards fife’.

From 1917 Matisse lived mainly in
Nice on the Cote d"Azur, producing
paintings that celebrated the strong
sunlight and the textures and patterns he
found in interior studies as well as in the
views around him. When cancer
confined him to a wheelchair, Matisse
evolved a new working method, cutting
out simple shapes in brightly coloured
paper and arranging them into large
abstract collages. Towards the end of his
life, Matisse worked on the Chapel of
the Rosary at Vence, creating murals,
stained-glass windows and even a new

design for the priests’ robes.

Matisse was commissioned by a Russtan merchant in 1909 fo produce The Dance and

Music, fwe large decarative panels for a palace in Moscow. Dance was papular af the time
because Diaghilev and bis Ballets Russes bad just visited Paris. Speaking quht Danee,
Matisse once said that it evoked Tife and rhythm’
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DEEP

HiLE Georces Rouaurr,

the u.nlikj:l_y member of the

Fauves, was painting his
dark, tortured visions of vice and cruelty
in Paris, artists in Germany were starting
to develop a new style of panting which
was to be a vehicle for equally strong
emotions. Just as the Fauves had run riot
with their palette in Paris, the German
artists involved with the new movement
made use of bright colour. Here,
however, the mood was more menacing,

sombre and bleak.

4 TropricaL HEAT, 7975 EMIL NOLDE
Nolde travelled the South Seas betwween 1913 and 1914 — from China, Japan and South-cast
Asta fo the west coast of Africa. These fropical fourneys provided great inspiration and be

EMOTIONS

In Dresden in 1905, Ernst Ludwig
Kirchner (1880-1938), Erich Heckel
(1883-1970), Karl Schmidt-Rotthuff
(1884-1976) and Emil Nolde
(1867-1956) formed Die Bricke,
meaning ‘the bridge’, 4 name chosen
because the artists in the group wanted
to be seen as projecting forward into the
future. Die Briicke was the first of two
major Expressionist movements in
Germany: The group had no clear
manifesto, although most of its members

expressed an interest in primitive art,

went on J‘o]prs-f!m‘:’ many infensely coloured, :‘xprfmw works fhat feaned mwmdrprfmfe‘fwfm.

something that was reflected in the naive
style in which they approached their
ﬁl_;LlI‘L‘S, hlndscapts and scenes derived
from modern urban living. They showed
an array of influences, including the
Fauves, the Nabis, Van Gogh, Gauguin,
African art and Munch.

Once the group had dissolved in
1913, Nolde continued to be inspired
by his travels, painting simplified but
intensely emotional and energetic
landscapes in rich, vivid colour. A deeply
religious artist, he was also very solitary
and evolved his particular brand of
emotional expressionism at a distance
from the group. Kirchner went on to
create a series of Berlin street scenes
which gave powerful expression to the
alienation and frenzy of modern city life.

Not aligned with the group but
precursive of Die Bricke’ ideas, the
work of Paula Modersohn-Becker
(1876-1907) = in particular the
insightful portraits focusing on the worn
faces of peasants = reveals her to be one
of the most important harbingers of the

German Exp ressionist movement.

P OLp PEASANT WOMAN, 19051907
Pavra MoDERSOHN-BECKER
Modersohn-Becker spent time in the aréists
colony of Worpswede where she made poetic
work inspired by nature. From 1905, affer
seetng painfings by Cézanne and Gauguin,
her work fook a new direction. From this
point, she uses stronger colour and there i3

& new Ifm]p!frf!y and decisiveness.
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PLAYING THE HARLEQUIN

W JITH A VAST AND DIVERSE

"%/ body of work and a life

" that spanned over ninety

vears, Pablo Picasso (1881-1973)
dominated the 20th century like no
other artist. Picasso was an endlessly
imaginative artist and constantly
reinvented his art, employing a variety of
different media = paintings, drawings,
collages, etchings, sculptures and
ceramics — to make his mark. Picasso
himself said that he used these different
means of expression not for their own
sake, but because the subjects that he
wanted to express demanded it of him.,

Born in Malaga in southern Spain,

Aﬂlh

Picasso was the son of an art professor.
From 1901 o 1906, Picasso travelled
between Barcelona and Paris, working on
a series of melancholy portraits depicting
the misery and poverty experienced by
those who lived on the streets. This
became known as his Blue Period and
was swiftly followed by the Rose Period,
which featured paintings of circus
performers which were less severe and
warmer in tone. His seminal painting,
Les Demoiselles d ' dvignon, begun in 1906,
was 4 turning point. It marked the
beginning of Cubism and was an
attempt to break down the picture plane

into a series of geometric shapes. Picasso

- .'.'<'1

4. | ES DEMOISELLES D'AVIGNON (detaif), 1907 PasLO Picasso

In painting Les Demoiselles, Pioasso nof only broke many of the centuries—old conventions

belonging to western art, but be ako introduced influences from other cultures — for example,

the heads tgfﬂ!re fawe women on Hhe r:;g.bf and the woman on fhe extreme fg‘? are dertved

Jrom African masks.

became a close friend of Georges Braque
and together they developed works
which allowed the viewer to experience
several different views of an object at the
same time. In a further development
known as Synthetic Cubism, the pair
collaged bus tickets, torn-up newspapers
and stencilled letters into their paintings.

From 1914 onwards, Picasso
ceaselessly pushed his work in all sorts of
new directions. He looked to classical
mythology, bullfights and war for
inspiration and was fascinated by
politics; his infamous Guernica painting
of 1937 eloquently expresses his
repugnance at the fuahity of war. He
also made several paintings that referred
to other artists’' work, most notably a
series based on Las Meninas by his
fellow Spaniard, Velisquez. He was
nothing if not prolific.

Other paintings simply sprang from
imaginative journeys that Picasso
allowed himself to undertake, deploying
a range of unconscious and conscious
imagery and showing the artist as a kind
of shaman figure, capable of all kinds of
sorcery and trickery.
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IN THREE

“"% UBISM DATES FROM 1907 and

; specifically from Les Demoiselles

- d’Avignon, Picasso's complete

reappraisal of form. The right-hand side
of the painting, with its flattened shapes
and simplified mask-like heads that
Picasso had discovered in African art,
shows a radical new approach to pictorial
space and marks the beginning of an
attempt to represent the multi-
dimensional nature of solid things.

Picasso and Georges Braque
(1882-1963) began to work together
after discovering they enjoyed a mutual
interest in African sculpture and the later
work of Cézanne.

Both artists were interested in
discovering a method of representation
that went beyond the conventional ways

of conveying space; they aimed to

DIMENSIONS

transcend the rules of perspective and
modelling using light and dark. They
wanted to pursue their own idea of
realism and present objects seen from
all angles, a truer reflection of how the
human eye perceives reality.

The first phase of this new
movement was known as Analytcal
Cubism. These paintings are generally
more monochromatic and starker than
the paintings of Synthetic Cubism.

As Cubism moved into this phase,
other artists such as Juan Gris
(1887-1927) and Fernand Léger
(1881-1955) also became part of the
movement. Although Picasso and
Braque's initial partnership was broken
up by the First World War, Georges
Braque continued to make Cubist-

inspired works, while allowing for a

¥ LANDSCAPE, 71908 GEORGES BRAQUE

range of painterly marks and earthy
colour to come to the fore. Spanish artist
Juan Gris developed a sober, intellectual
approach to his paintings of everyday
itemns in which he often collaged
materials that stood as a reminder of
their original function.

Architectural student Léger became
part of the Cubist circle in Paris in 1910.
Typically, his early paintings were
inspired by machinery and construction
and showed a preoccupation with
volume and solidity that led to the
nickname ‘tubist’. Amedeo Modigliani
(1884-1920), an Italian painter and
sculptor, moved to Paris in 1906.
Although he did not become part of the
Cubist group, the flattened and simplified
forms in his work show the influence of

both Cubism and African sculpture.

Belonging fo the analytical period of Cubism, this work does not refer directly to the landscape

that inspired it, but rather offers an interpretation in which space is explored from all angles.

Typically, Brague wses a narrow range of muted and carthy fones here.
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FROM ORPHISM TO LYRICISM

RPHISM, A VARIETY of
- Cubism, evolved around 1910

amongst the second wave of
Cubist artists. Robert Delaunay
(1885-1941) was the central figure of
the group who wanted to make Cubism
a more poetic experience; it was felt that
the introduction of pure prismatic colour
into the fractured structure of the picture
plane was the best way to achieve this.

The name Orphism came from
Orpheus, the singer and poet of
Greek mythology, a figure who, these
artists believed, represented the
supremacy of the unconscious spirit
over rationalism.

Robert Delaunay started his
investigations into colour in 1908. He
began by making paintings that featured
churches and buildings in Paris, revealing
the dynamism and poetry that he saw in

the architecture. Declaring that ‘colour
is form and subject’, his paintings
uncovered a new, lyrical side to Cubism,
creating movement and depth through
contrasting blocks of colour and
fragmented form.

Delaunay’s work became increasingly
abstract, relying on a purely prismatic
surface to convey the poetical experience
of reality that he referred to as
the ‘heartbeat of man himself”.
Delaunay’s wife, Ukraine-born Sonia
Terk Delaunay (1885-1979), was a
notable artist also associated with the
development of Orphism.

Orphism had a luminosity and
ethereal quality which in turn was well
suited to the work of Mare Chagall
({1887-1985). Chagall was born into a
poor Jewish family in Belarus, studied in
St Petersburg and then went to Paris in

1910 where he came into contact with
the Cubists. Although early works

show a marked Cubist influence, he was
principally interested in finding a way of
conveying memories of his early life in
Russia and its rich folk-art tradition.

Chagall combined an unreal colour
sense with dream-like images drawn
with a child-like simplicity. In his lyrical
scenes, figures and images freely float
across the picture plane, with a
dislocated sense of size and scale.

Like Chagall, Chaim Soutine
(1893-1943) was a Russian Jewish
émigré, He settled in Paris in 1913
where his wild visions of landseape and
of dead animals, in which the paint was
thickly applied, were out of step with
mast of the developments in Paris at that
time, having more in common with the

Expressionist movemnent in Germany.

» THE POET RECLINING, 1975 MARC CHAGALL
In this trangusd ruval scene, Chagall is believed to be remembering the place in the Russian

countryside where be and bis first wife, Bella, spent their honeymoon. It is an mtensely lyrical

work tn which the rose-colaured I&_}' captures the nm&:[gir mood tgff.bg artist s reverie.
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A NEwW DYNAMIC

" HE FuturisT MaNiFEsTO was
signed in 1910 and Ttalian
artists, Umberto Boccioni

(1882-1916), Carlo Carrd (1881-1966),
Giacomo Balla (1871-1958) and Gino
Severini (1883-1966) were among the
signatories. The movement originated as

a result of the growing technological and

scientific advances of the 20th century, in

particular because of the importance of
speed and movement to modern life. In
much the same way that the Cubists had
concluded that the conventional way of
representing space with perspective no
longer adequately represented their
vision, the Futurists wanted to find a
different pictorial reality to convey the
sensation of movement.

Early Futurist work relied upon the
divisionist theories of unmixed colour

that the Impn:.*;sianists had chosen to

employ when depicting thronging
crowds on the Parisian boulevards. Balla
had visited Paris in 1910 and he passed
his knowledge of divisionist colour
theory on to Boccioni and Severini.

In his earliest Futurist works,
Boccioni painted a crowd of tiny figures
as little more than dots hurtling forward
in diagonal streams. Later paintings
made use of the discoveries of Cubism,
such as the dissection of the picture
plane into many fragments and the
simultaneous viewpoint, to communicate
the feeling of movement.

In several of his paintings, Giacomo
Balla attempted to show moton by
superimposing several images on top
of each other. Balla was not as interested
in conveying speed as some of the
other Futurists and the result was

paintings with a charm of their own.

His later works became inereasingly
abstract. Carlo Carri started out as a
Futurist, making work that fused
dynamism with a Cubist fragmentation
of form, but from about 1918, he
became increasingly influenced by the
enigmatic, metaphysical paintings of
Giorgio de Chirico.

Severini made several paintings in
the Futurist idiom, in particular
conveying the dance rhythms of the
music hall, but he too moved away
after a short while,

Futurism as 2 movement came to
an end in 1914, although its influence
was far-reaching. It had an impact
on Cubism and on the artists of the
Biaue Reiter. It also paved the way for
the socially eritical work in Germany
of George Grosz and Otto Dixin
the 1930s.

» Dynamism oF A DoG oN A LEAsH, 1972 Gracomo BALLA
In bis desire fo find a way of depicting light, movement and speed, Balla superimposed

images on fap of each other. In this unusual composition, the dog’s dark body runs paraliel

with the henr of bis mistresss black skirt, with the lead also shown o a repeated sequence.
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MYSTICAL EXPRESSIONISM

er Blawne Rester (“The Blue

Rider") was formed in 1911,

preceding the dissolution of
Die Briicke in 1913. This second wave of
Expressionism was led by the artists
Wassily Kandinsky (1866-1944), Franz
Mare (1880-1916) and Auguste Macke
(1887-1914). Paul Klee (1879-1940)
was another prumim:nt member and the
painters Gabriele Miinter (1877-1962)
and Alexei von Jawlensky (1864-1941)

were also {_'lnsel}f involved. The ideas that

& WALLFLOWER, 7922 PauL KLEE

gave rise to the Blaue Reifer were chiefly
romantic, resting on a vision of man as
part of a whole. To varying degrees the
artists involved gave this spiritual belief
expression, while exploring the symbolic
qualities of colour and form.

After visiting Delaunay in Paris
in 1912 with Macke, Mare became
preoccupied with colour. He mainly
painted animals, placing these in an all-
encompassing natural environment using

flat planes of colour, to show how all

Paul Klee often combined different media — oif paint, watercolour, ink, efc — in one work.

Wallflower fypically bas a delicate, child-like quality and confains spidery, bieroglyph-like

{}'n'.t&o& which Kiee ured fo rgﬁr fo the uncenscions world frz.fpfrfd IJ:}' poetry, mmasic and dreams,

living things are in harmony. Macke was
a German painter who studied at the
Diisseldorf Academy. He visited Tunisia
in 1914 where he made many bright
watercolours, going on to adopt the
prismatic colour method favoured by the
Orphists. Macke and Mare were killed in
action during the First World War.

Swiss-born Paul Klee settled in
Munich in 1906 where he made contact
with the other Blaue Reiter artists.

He, too, absorbed 4 number of different
influences to produce a series of
translucent watercolours. Klee developed
his own personal meditative brand of
mystical expressionism. He moved freely
between figuration and abstraction, his
often witty paintings drawing upon his
love of primitive and folk art.

Before founding the Blaue Retter,
Russian-born Wussil_y K'a.ndinsk}-' strove
for 4 harmony between colour and
music, or ‘the purposeful stirring of the
soul’ as he put it. Improvisation was a
key note in his compositions, which
blended fluid shapes and calligraphic
lines. Kandinsky is generally considered

to be the pioneer of abstract painting.

P AccenT N PNk, 1926

WassiLy Kanpinsky

I this colourful, later work, Kandinsky
creqtes a dynamic surface in wihich the

geamﬂ‘ri(ﬁrm; move in and ont of our

Iﬁda’ gf vision. Cs'rre'ﬂpi.a}'m'a dominant

rofe many fafer works,
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TOWARDS

| HE IMPORTANCE OF PIET

Monprian (1872-1944) lies

in his development of ‘pure’
abstraction. His evolution from
landscape painting to abstraction was a
complex process and encompassed an
early struggle with the mystical
principles of theosophy, which claimed
an intuitive understanding of divine
nature. Born in Holland, Mondrian
studied at the Amsterdam Academy and
his Dutch background meant that
landscape was all-important.

Initially, he focused on painting
moody, tonal landscapes and buildings
reflected in water; he became particularly
interested in trees and how their
branches and foliage interlace. Some
landscapes from the period 1907 to
1910, with their brilliant colour, showed

the influence of the Fauves and Van

ABSTRACTION

Gogh. Other early landscapes revealed
the flat sea under a weighty horizon,
with vast expanses of open plain that
progressively became more abstract.

After Mondrian got involved with
the Cubists in Paris, his work began to
change. He returned to Holland in 1914
and founded the Dr St periodical,
setting out some of his new thinking
which he named Neo-Plasticism and
which referred to a systematic, abstract
style of painting based on restricted
colours and rectangular forms.

In 1919, Mondrian started to work
on his first Neo-Plastic composition,
experimenting first with coloured pieces
of paper on his studio wall and declaring
that he wished to elimimate the object
from the painting.

Many of his compositions explore his

abstract principles — limited to primary

colours and black, white and grey, the
works present a series of weights and
counterbalances that are neither rigid
nor symmetrical, but which hold the
overall composition together.
Mondrian was fascinated by the
dynamic relationship that existed within
his paintings, commenting on how
balanced relation can exist with discords’.
By the 1930s, colour had just about
vanished from Mondrian's work to be
replaced by white planes and black bands
of differing widths. In 1938 he travelled
to the UK and New York, continuing to
make abstract, autonomous works of
great rhythm and movement. He spent
the kst few years of his life in New York
producing a series of austere and pure
paintings in which he continue to strive
to achieve ‘the equilibrium of the

universal and the particular’.

» COMPOSITION WITH RED, BLUE, BLACK, YELLOW AND GREY, 1927 PIET MONDRIAN

OIL ON CANVAS, 39.5 X 35CM

Mondrian forst began working on these abstract, grid-style composifions in 1920, Thick

Black fines separate the rectangular forms, in which colour &5 wsed sparingly, with many

fg‘? aohite. In the 1921 Pa:'m‘:'ﬂgr, many rgf:.bf Black fines stgp short at an arbfmzry disfance

Jrom the edge of the canvas.
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PURE GEOMETRY

T MUCH THE SAME TIME that

Mondrian was developing

Meo-Plasticism, a new
movement known as Suprematism was
starting to develop in Russia. Kasimir
Malevich (1878-1935), a Ukrainian
painter born in Kiev who trained in
Moscow, was initially influenced by
Post-Impressionist artists such as
Cézanne and Van Gogh, as well as
Matisse and Picasso. Malevich took part
in the first Knave of Diamonds
exhibition. This was organised by

Larionov, a Russian painter who, in

protest against the Moscow Art School,

was drawn to the art that was p{)pu]ar 1n
Paris and staged an exhibition of like-
minded painters.

After seeing the work of Cubist
painters in Paris in 1912, Malevich
became convinced, like Mondrian, of
the need to free painting from being
representational. He developed his
theories, abstracting them into a purer
form of Cubism known as Suprematism.
Malevich worked on designs for the
scenery of a St Petersburg theatrical
production which included a backdrop
comprised of a stark black-and-white
square. This led, 1n1915, to an exhibition
of 36 abstract works which included
a painting of a black square on a white
ground. Although he moved on from
this stark approach and introduced more
colour and depth into his cool, geometric
work, the logic of this strict ruli{maljr_g-'
led, in 1918, to the ultra-minimalist

4. PAINTERLY ARCHITECTONIC, ¢i916-17 Livsov Porova

Popova mude a series of Constructivist compositions which she entttled Painterly

Architectonics. In these, she is concerned with the awer[appfng arrangement %a"!ﬁfaue; an

the surface. At first, these were quite static, but as they develaped they became increasingly

d:],'rz.am i, with J‘ie'.ffng and interse r.fing p!ar:f:.

painting of a white square on a white
ground. At this point, Malevich
practically gave up painting but
continued to lecture and to write.
Russian painter Liubov Popova
(1889-1924) was one of Malevich's
followers and a fellow contributor to the
Knave of Diamonds exhibitons. After
1916, she produced several abstract
compositions that showed the influence
of both Malevich and Vladimir Tatlin.
Tatlin was inspired primarily by Pieasso
to make three-dimensional reliefs in a
variety of materials = wood, plaster and
tin, for example — developing a new
strain of geometric art around 1913
known as Constructivism. Painter and
graphic artist El Lissitzky (1890-1941)
met Malevich in 1919. He went on to
produce architecturally inspired abstract
paintings which fuse elements from both

Suprematism and Constructivism.

¥ SuprEMATIST COMPOSITION, 7975
Kasimir MavLevicH

Stating that be wished fo free art from the
tyranny of the object’, Malevich developed
a series of Suprematist works that relied on
@ severe arrangement of geomefric shapes
on a flat ground. He developed his own
aesthetic theory of Suprematism which

be communtcated in the 19205 through

writing and teaching.
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ANOTHER

" HE ADVENT of Curism had a
far-reaching effect on painting,
subjecting the picture plane to

intense analysis and leading it away from
the casual representation of objects or
things. Frenchman Henri Rousseau
(1844-1910) was an amateur painter
who quite happily remained outside the
main artistic developments of his day,
choosing to follow a highly personal
approach to picture making.

Known as Le Douanier after working
as a custorns officer, Rousseau had ako
served in the army and only started to
paint full time in the 1880s when he was
in his forties. Despite his lack of training
and his outsider position, Rousseau was
extraordinarily confident in his own
abilities and pursued his painting with
single-minded dedication. From 1886, he

REALITY

exhibited most years at the Salon des
Indépendants, as this meant that his

work was not subject to any rigorous
selection procedure.

Rousseau’s paintings show a naive
simplicity of form, with dear outlines
and bright, flat areas of colour. The
scenes he chose to depict have a firm
basis in reality, although he often imbued
his subjects with a quality reminiscent
of dreams, or some other, unconscious
reality. To imagine they were preduced in
a childlike, spontaneous manner would
be misteading, however. These were
carefully planned paintings based on
preparatory work that involved sketches,
studies and even measuring the
proportions of his sitters. Both Delaunay,
and Picasso, whom he met around 1906,

were fans — the latter throwing a banquet

in his honour, which, while half in jest,
was an indication of the esteem in which
Rousseau was held by his more knowing
contemporaries.

Rousseau is nowadays best known for
his jungle paintings, works that arose out
of visits to the Jardin des Plantes in
Paris, where he made careful studies of
the hot-house plants and greenery.
Although he never travelled out of
France, exotic plant ife and animals
inspired him to create.

In his best work, Rousseau managed
to capture 4 mysterious, secretive
atmosphere that continues to haunt the
viewer long after the image has
disappeared. It is this quality of ‘magical
realism, applied to Rousseau by
Kandinsky, that helped him to transcend
the label of ‘primitive artist’.

» T1GER IN A TROPICAL STORM (SURPRISED!), 1§97 HENRI ROUSSEAU
First exhibited at the Salon des Indépendants in Paris in 1891, Rousseau later explained

that he saww the tiger as the hunter vather than the bunted, hence the ‘Surprised!” in the fitle.

Roussean detaled kﬂomx’ffigf tgf exatic ﬂam and jﬁuna WALF ‘proﬁ'ﬂﬂ'}l :'ﬂs.p:r'rm’ ;E:p hix ﬁf?'h’fﬂ;f

trips fo the botanical gardens in Paris.
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METAPHYSICAL PAINTING

[ orLowing THE First World
“r Wr, artists in Italy displayed a

L new mood of introspection.
They found their own way of expressing
what they saw as the mysteries of
existence, away from the influence of
other persuasive European movements,
Pittura Metafisica (Metaphysical
Painting) was 2 movement that arose
in Ttaly after Giorgio de Chirico
(1888-1978) and his fellow Ttalian,
Carlo Carrd (1881-1966), met while

4 STILL Livg, 1950 GIORGIO MORANDI
Befween 1950 and 1960, Morand: made a number of contemplative still bfes featuring
everyday objects. In these sparse, orderly, obsesstve arrangements, theres a poetic sensibility

recovering in 4 military hospital in
Ferrara, Italy in 1915. Carrd had been a
signatory with Balla of the Futurist
Manifesto of 1910 and his early work
displayed the Futurists’ preoccupation
with movement.

De Chirico made Metaphysical
paintings that combined everyday
deserted street scenes with antique
statues and relics, producing the
disquieting sense of a dream; his work
had great impact on the Surrealists. In

fo be_fbmm’ in the distance between objects, the subtie Egb!fﬂg and the restramned colour.

taking Giotto, Masaccio and Piero della
Francesca as influences, the Metaphysical
painters acknowledged the importance of
space and light and a desire to penetrate
below the surface of things to what they
perceived to be their essence.

From 1920, both Carri and de
Chirico moved towards a much quieter
meditative style. Giorgio Morandi
(1890-1964) led an even more insular
life, never actually leaving Ttaly. Born in
Bologna, he flirted briefly with the
Futurists before showing the surreal
influence of de Chirico i work that he
exhibited in 1918, Morand: painted sall
life almost exclusively. His work was
dedicated to a melancholy and elegiac
contemplation of everyday things, such
as simple arrangements of bowls, bottles
and vases. Morandi used restrained
colour and the formal, spatial
relationships between objects to discover
the poetry and grandeur in the everyday.
His particular form of cool classicism
finds echoes in Piero della Francesca,
Chardin and Cézanne.

P MELANCHOLY AND MYSTERY OF A
STREET, ¢ 1914 GIORGIO DE CHIRICO
Meving to Paris in 1911, De Chirico began
work on a series of deserfed cify spaces with
ominous over fones where fime i5 suspended,
In this empty neighbourbood, the brooding,
oppressive architecture and sinister shadeows
cast by unseen objects threafen fo overpoer

the occastonal 1solated figure or statue.
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DREAMS AND CHANCE EVENTS

URREALISM WAS A MOVEMENT In
art and literature which started in
Paris in 1924 as a result of the
manifesto written by André Breton
(1896-1966). The manifesto talked
about ‘pure antomatism', namely how
suspension of the conscious mind
could allow the free expression of
uncensored rh{)ug_hts_ _-‘Ulh(;ugh there
was no dominant Surrealist style, this
emphasis on allowing dreams and chance
events free rein encouraged writers and
artists to make work featuring the absurd,

the irrational and the INCONEruous.

Salvador Dali (1904-1989) came to
Paris from Spain in 1929, where he first
made Surrealist films with Luis Bufuel.
Dali described his paintings as ‘hand-
painted dream photographs’ and, in early
fantastic, hallucinatory works such as
The Persistence of Memory, he employs 4
seamless technique to explore the deeper
levels of his unconscious. A flamboyant
self-publicist, Dali was eventually
expelled from the Surrealists when his
politics became too conservative.

After serving in the German army,

Max Ernst (1891-1976) became the

4 THE PERSISTENCE OF MEMORY, 7937 SALAVADOR DAL
This painting infroduced Dali's concept of the soft, melting watch in which be explores man's

ambiguous relationship with fime. In this dream-Iike vision patnted with disturbing clarify,

bard obfects melt and warp, and ants orawl all over a metal watch. The deformed face across

the centre of the painting could be the arfists own m profile.

leader of the Dada circle of artists in
Cologne, which included Hans Arp.
Dadaism with its emphasis on irony and
irrationality was a movement which
anticipated Surrealism. Ernst used
collage and photomontage in his work
and was responsible for introducing these
Dadaist techniques to Surrealism when
he settled in Paris in 1924,

Spanish painter Joan Mird
(1893-1983) settled in Paris in 1920,
becoming closely associated with the
Surrealists and contributing to their
major exhibitions. Miré drew upon
Breton’s notions of automatic writing,
inventing a vocabulary of signs and
symbols to free the unconscious mind.

René Magritte (1898-1967), along
with Dali, was a key member of the
Surrealists. Magritte launched Surrealism
in Belgium in 1925, before joining other
Surrealists in Paris in 1927, Influenced
by the work of de Chirico, Magritte
quickly developed his own, illusionistic,
literal style characterized by bizarre
and unnerving juxtapositions which
sugpest that something starthng or

dir;turhing is happening.

P TimE TRANSFIXED, 19.38

RENE MAGRITTE

By placing a familiar object in an
unfamiliar setting and infroducing a shif
in scale, Magritte creates ambiguity and
mystery, The tiny engine charges into the
stillness of a spotless Hving room, its smoke
echoing the smoke gf the coal frre that would

narmally oocupy the ﬁ?’fﬂﬁl‘f.
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THE AFTERMATH OF

"y Y THE ExD OF THE First World
k **Ef;:v War in 1918, Germany was
L ssolated and its cultural life had
been turned upside down. As a result,
the mystical brand of Expressionism that
had been developed by the Blaue Reter
group around 1911 was replaced by
something much harsher, as artists
grappled with the horrific reality that
many of them had witnessed first hand.
After 1920, just as they had done in
Ttaly, artists were looking for a new style

to express the terror and pointlessness

of war, and came up with a cold, factual,

4 UNEMPLOYED, 1934 GEORGE GROSZ

linear style that became known as Newe
Sachlichkeit (or New Objectivity).

George Grosz (1893-1959), Otto
Dhix (1891-1969) and Max Beckmann
(1884-1950) were the leading exponents
of the new style. After being discharged
as unfit for service from the German
army, George Grosz made many pen and
ink drawings satirizing the war effort.

In 1917, he helped to found the Dada
group in Berlin which produced
montages and collages, as well as live
performances, as a form of radical protest

against the war and all it stood for. The

George Grosz was the scathing chronicler of Germany between the wars, producing a brutal

regues mallery of fypes — corript busmessmen, prostitutes and their custfomers, polificians on the muake —
to oufdo any other satirist. In 1932, he moved fo the USA and Unemployed, which is
wafercelour and ink on paper, shows a mﬁmfﬂg gfa.ffimdf_ﬁvm a man Mdfngﬁrarrﬂﬁfanm

WAR

Dada group then went on to become
part of the New Objectivity movement,
developing work that exposed political
corruption and satirized the complacency
of the ruling elite.

New Objectivity images were almost
hyper-real in their exacting detail. It was
a cool, precise style, based on the Old
Masters, in which biting, brutal imagery
was often subject to expressionistic
distortion. Otto Dix, like Grosz, moved
from making work that protested
against the violence of war to produang
paintings that exposed the vice and
corruption in post-war Germany. Dix
painted a series of incisive portraits of
individuals, highlighting the decadence
and degeneration that he saw in society.

Having worked as a medical orderly
on the front line, Max Beckmann was
similarly affected by the visceral horrors
of war. He was concerned to develop a
style based on objective truth, using
scenes from everyday life to comment on
the collapse of society and the alienation
of man. His chustrophobic, hard-edged
narrative paintings, in which there is
almost no space or natural light, can be
read as allegories, warning against vices

such as lust, cruelty and avarice.
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4 THE TRAPEZE, 1923 Max BECKMANN
I the 19205, Beckmann used circus and
carnival scenes fo allude fo the alienation
and distllusionment that the areist felt with
society following the end of the First World
Hir. In The Trapeze, crous Players are
cramamed together and each one bears a

blank expression, entirely devoid of feeling.
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THE VIEW FROM

~n AMERICA, 4 distinctive new

approach to realism started to

emerge in the 1920s and 1930s,
before the start of the Second World
War, Grant Wood (1891-1942) and
Andrew Wyeth (1917- ) were part of the
realist movement known as American
Regionalism, in which artists focused on
dl:pin_'ting scenes from the American
Midwest and the Deep South. Grant
Wood lived and worked in Towa,
although he travelled to Europu: in the
1920s where he was greatly influenced by
both early Netherlands naturalism and

New Objectivity in Germany. Wood

du_"\-'l:lupl:d a style of painting that was
meticulous and objective, while relying
on satire. Andrew “”_@'uth [.minu:d

the IE[IJLE!:L".[E]I: and mhabitants of his
hometown of Chadds Ford, Penns)

in a highly detailed, realistic but

FANLA

visionary style, using watercolour
or temperi.

Edward Hopper (1882-1967) trained
in New York and exhibited there in the
Arnmr_v_.f Show of 1913 where, for the
first ime, Americans were exposed to
the breadth and range of modern art.
Hup[n:r Fave up paintng after this

exhibition, taking 1t up agan m 1923 to

& MipNIGHT RIDE OF PauL REVERE, 71937 GranT WooD

In this brightly lif, crisply defineated dream-like image, a lone rider — Paul Revere, a bers of

the American Revolution immortalized in Henry Longfellow’s poem — circles a New England

setflement. The unusnal penpfrf:'i-'f grues the viewer a sense of looking down on a foy fewn.

-

AMERICA

paint still, serious scenes often fl:uluring
solitary ﬁgun:.l; in 4 mood nfduup
contemplation, Eauisl_‘d in an urban
setting such as a boar at night, a hotel
lobby or an office. Hopper uses harsh
contrasts of light and shade, expressing
loneliness and alienation in his familiar
scenes of city life, although he has said
that he does not intend his work to be
social commentary, rather T'm trying to
paint m_p.l;clf_'

Aitl]t)u_u\h Gr_‘t:rgi:l O'Keefte
(1887-1986) was not strictly a realist,
her paintings {:i'r:lalatrgl_‘d. exotic flowers,
bleached bones and desert landscapes
have a clear-cut, almost clinieal
examination of form which, with ther
radiance and sensuality, are often
described as ‘magical realism’.
Thrc:-uz_,;ht:ut her career, O'Keeffe moved
in and out of abstraction, di.l;phl_@-‘inl_r, an
obsessive interest with the simplified,
sculptural forms that she saw in nature
and which she depicted with grace and

strength imbued with a strong presence.

P CompARTMENT C, CAR 293, 1938
Epwarp Horrer

A lone woman flicks through a magazine

in an empty frain carriage, ber hat pulled
down ever ber eyes. Outside the window
lies a dark landscape: she 15 going somewbhere
but we have ne idea where. Hopper's still

but awkwand rﬂnff?ﬂpfaﬁfzf scene captures

feelings of solation, monatony and unease

famalar fo us all
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IMAGES OF SELF

~ % rioa Kanro (1907-1954) was
a Mexican painter who the
Surrealists tried to claim as one
of therr own = even though Kahlo
insisted she was a realist painter,
interested only in depicting her own life;
this was troubled and eventful.

As a child she suffered from polio;
at the age of 18, a trolley-car plunged
into the bus in which she was a
passenger, leaving her with the horrific
injuries which shaped her strongly
autobiographical paintings. An active
Communist, Kahlo married Mexican
muralist, Diego Rivera, m 1929, divorced
him after ten years and was reunited
with him a year later.

Painted in a primitive, realist style

that draws upon Mexican folk art,
55 of her 143 surviving paintings are
self-portraits and make literal and
symbolic reference to her emotional
and physical pain.

These haunting and complex
images draw on her personal experiences,
including her miscarriages and numerous
operations; they are unstinting yet
strangely detached in their bleak
depiction of suffering.

The self-portrait, Thinking of Death,
1943, for example, shows her constant
preoccupation with mortality. Kahlo used
her broken body not only as a metaphor
to examine the role of women within a
patriarchal society, but also to pose

questions about the nature of the power

struggle between Mexico and Europe -
she was the daughter of a German
immigrant and a Mexican mother.
Self-portraiture allowed Kahlo to
penetrate the outer shell of her p]‘!}rsica]
being and examine the depths of her
own psychology. Surprisingly, her
expression gives little away =it is only
the objects and symbols surrounding the
artist that give meaning to the work. In
many of these brightly coloured self-
portraits, Kahlo wears traditional
Mexican dress; the peasant sharts and
braided hairstyles that she adopted were
worn both to conceal her physical
ailments and as a political statement in
support of her Mexican heritage. She
died in Mexico City at the age of 47.

P SELF-PORTRAIT WITH MONKEY, 7938 FriDa KAHLO

The gandens at the Blue House in Coyoacdn, where Frida was born and where she lived with

Diego Rivera, were home fo numerons exotic animals — monkeys, parrots and deer. She
included the monkey in this self-portratt because of its playful, uninbibited nature. The calm
erﬂf{}' tgf.f.&:'s 5fif‘ﬁartraif 15 tn stark confrast fo A‘bf.painf:'ngs mn which she fx‘premm’ her

emotional and physical pain.
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MAKING WAVES

UST BEFORE THE OUTBREAK OF THE
Second World War, 2 small Cornish
town became 4 haven for a number

of British artists. St Tves had attracted

artists since the extension to west

Cornwall of the Great Western Railway

in 1877, but this new, loose grouping of

artists came about after the painter

Ben Nicholson (1894-1982) and his

wife, sculptor Barbara Hepworth

(1903-1975), moved there in 1939,

Nicholson had started painting
experimental, Cubist-style pictures after
seeing the work of Picasso. In 5t Tves
he was influenced by a local fisherman,

Alfred Whallis (1855-1942), whom he

discovered painting naive pictures of the

sea and sailing ships on wood or seraps
of cardboard.

Wallis had started to paint in 1925
after his wife died and his childlike,

direct style had a huge impact on other
St Tves painters. Nicholson began to
paint reliefs, building up shallow abstract
shapes from the picture plane. Gradually
figurative elements from the local
environment, such as the shapes of roofs
and the distant bay, emerged in his work.

The small Cornish town quickly
became a lively artistic community,
although it was not a fully fledged
movement with any real sense of
common purpose. Many of the artists
worked with the landscape, some
taking mspiration from the quality of
the light as well as from the more
abstract shapes suggested by the
interlocking sea and land.

Younger artists began to gather in St
Ives again after the war, including Terry
Frost (1915-2003), who was a prisoner
of war before going to Camberwell

& 1945 (STIvES) BEN NICHOLSON

Daring the 1930, Nicholson produced abstract works that were characterized by the purity of

their simple geometric shapes. After bis move fo 8¢ Tves in 1939, be began fo combine abstract
shapes with the visually recognizable elements of landscape and stifll fife.

School of Art in the late 1940s. His
work features juxtapositions of bright
and sometimes closely related colours,
often drawing obliquely on visual
elements in the surrounding countryside.

Roger Hilton (1911-1975) was also
a prisoner of war until 1945, Inidally,
Hilton pursued a more sober,
semi-abstract style in which, typically,

a few sparse charcoal lines would score
a thickly impastoed surface. His later
work, when sadly he was bedridden,
featured colourful, humorous,
figurative gouaches.

From 1958, former textile designer
and art eritic Patrick Heron (1920-1999)
worked regulary in Cornwall and was
also part of the younger generation of
St Ives artists. Influenced by Matisse,
his work developed from an early, semi-
abstract style through brilliant bands
of strong, saturated colour, to later,
large, loose compositions filled with a

profusion of abstract linear patterns.

P SarTasH, C1928-30 ALFRED WALLIS
Although Wallis has used linear perspective
in the road leading to the river Tamar, he
has abandoned 1f in bis fwo-dimensional
rendering of the houses, which seem to
tumble down fo the water’s edge in such

a way that their rogfs and windows create
a ftvely, almost abstract patfern.
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PAINTING NOW

FROM
ONWARDS

s we have seen, at the beginning of the 20th

century, a proliferation of dynamic movements

in art changed the face of painting forever.
The emergence of abstract art signified the development
of a new way of thinking which meant that painting was
no longer seen purely as a literal, descriptive medium.
Painting suddenly found itself in the realm of ideas.
Whether or not it was based on figurative or non-
figurative elements, painting from this point onwards
could be about anything and everything as artists
concerned themselves with every aspect of what it
means to be alive today.

The period from 1960 to the present is one of the
greatest periods for painting although it is also one of
the most chaotic and confusing. This is partly because
there has been such a great plurality of styles, as well as
the fact that painters have increased access to a wealth of
cultural material via the exponential growth in new
technologies and digital media.

The impact of the Second World War on painting is
not perhaps as obvious as the First World War was on

artists of the time, many of whom experienced it first

m57 1959

The Eurspean Castre sverthremw
Econamic the Batista regime
in Cuba. The first
metorioay was huilt

in the UK

Community was

eitablished

1960

hand, However, there was a subtle, post-war shift of
focus on to developments in the USA which ensured
that the Abstract Expressionist movement emerged
victorious; modernism became the dominant way of
thinking about painting.

Minimalism in visual art first emerged in New York
in the 1960s. Reacting against the crowded canvases of
the Abstract Expressionists, the minimalists stated that
they wished to get away from the art of seif—expression
and create a pared-down style that used negligible
means and limited references to create an immediate
Ad Reinhardt,

commented: “The more stuff in it, the busier the work of

impact. As minimalist painter,
art, the worse it is. More 1s less. Less is more.’

During the late 1950s in the UK and the early 1960s
in the US, Pop Art provided the first real challenge to
modernism with work that was deliberately provocative
Abstract

Expressionism stood for. Pop Art concerned itself with

and challenging to everything that
popular taste and kitsch — previously considered outside
the limits of fine art — to break down the distinction

between high and low culture. Borrowing from

1961

The USSR succeeded
am the first manned
space flight. Back

ot earth, the Berfin
anald woas Suslt

1963

Jobn F Kennedy
Toas assassinated n
Daflas, Texas

1968

Martin Luther
King was shot. The
USSR invaded

Czechoslovakia



advertising, photography and comic strips for their
imagery, pop artists started to used flat, unmixed colour
and hard edges in reference to the impersonal process
of mass production.

Alongside the Pop Art movement, Op-artists in
America and the UK experimented with optical effects
to create paintings that dazzled and disoriented the
viewer. Generally based on a geometric framework,
these paintings were often highly calculated and drew
on colour theory and the psychology of perception.

After the cool calculation of minimalism, painting
was, inevitably perhaps, going to find its antithesis in
a rough and raw style that expressed extremes of violent
emotion. Neo-Expressionism developed in the late
1970s and flourished in the 1980s particularly in the
USA, Germany and [taly, through artists such as Georg
Baselitz, Anselm Kiefer, Julian Schnabel, Phillip Guston
and Francesco Clemente.

Meanwhile, in Britain, two of the most important
post-war painters, Lucian Freud and Francis Bacon,
returned to the body to make expressive paintings that

dealt with human existence, identity and sexuality.

Other British artists, including Paula Rego and Howard
Hodgkin, took real and imagined stories as their starting
points to make narrative paintings which, whether
abstract or figurative, explored emotional experiences
and specific memories.

As we move further forward into the 21st century, no
one style of painting dominates; instead there is a vast
array of styles which co-exist. Painting, although often
pronounced dead, continues to move viewers as much as
it ever did. The postmodernist era has given painters the
freedom to determine their choice of subject matter and
the manner in which they choose to paint it.

Postmodernism also means that artists borrow
wholesale from previous styles, now that the idea of
originality and authenticity is moribund; it is precisely
such ambiguity and doubt that are recognized as being
at the core of things. It seems almost churlish to
highlight just a few of the artists currently working, but
it is the case that the contemporary artists ending this
chapter have created a distinet, new style of painting; its
spirit of uncertainty and unease seems to mirror aspects

of our insecure times.

1969

Precursar of the
wnternet in the UUSA,
the ARBANGct
military information
nefiark went fioe

1977

Thwo years after
Francok death, the
first democratic
elections were held
in Spain since 1936

1978

Foutse Brown, the
awrarlds first test-
tube baby, was barn
in Oldham, England

1989 2001 2003

The fall sf the Tervavists crashed Gearge Bush ovderved
Berlin Wall marked planes into the Tawin the invasion of Trag
the beginning of Toawers, plunging wwith the aim of

the end for the the world info a toppling Saddam
Soviet Empire e er of frsecterify Hussetn
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MAPPING SPACE

I, VEN SINCE THE HUGE Armory
~{  Show o0f1913 in New York and

A __J Chicago, America had become
more interested, and involved, in the
mainstream of cultural developments in
Europe. However, it was not until after
the Second World War that a new
movement known as Abstract
Expressionism began to take root,
primarily in the cities of New York and
San Francisco.

Abstract Expressionist painters
wanted to explore and experiment
formally with painting, believing that
colour and form in themselves were
subject matter enough. They wanted to
make work that was full of feeling and
expression, while emphasizing the
spontaneity of the process by which the

paintings were made.

Abstract Expressionists worked on
huge canvases and treated the whole of

their composition with equal importance.

By the end of the 1940s, Jackson Pollock
(1912-1956), the leader of the group,
was using a method of dripping paint on
to canvas laid on the floor, which
highlighted the random nature of its
creation. The action or the gesture was
the important element of the painting
for Pollock, whose forceful, expressive
work and rebellious character helped

to define the anarchic spirit of the
movement. Riding roughshod over
traditional ideas of composition, Pollock
went for a scattergun effect, eschewing
identifiable points of emphasis within
each work and even trimming and
reshaping his eanvas to accommeodate his

freeform splatterings and brushwork.

Abstract Expressionism took many
forms and Pollock's dripped paintings are
very different from the figurative pictures
of Willem de Kooning (1904-1997), who
painted in a frenzied, gestural style,
acknowledging that Pollock had *opened
the doer'. Born in Holland, De Kooning
emigrated to the United States in 1926,
He became a friend of Arshile Gorky
(1904-1948) who was part of the
Surrealist circle in New York in the
1940s. Gorky developed another strain of
Abstract Expressionism using biomorphic
forms that shared 2 common aesthetic
with the work of painter Joan Miré.

By the 19505, a second wave of
Abstract Expressionism was
acknowledged, that of the so-called
‘colour-fields' of Mark Rothko and

Barnett Newman.

» WavinGg TrACKs, 7947 JacksoN PoLLock

Pollock’s most famous paintings were made by dripping or pouring paint on fo a canvas laid

Sat on the flaor. Or as Pollock put o: My painting does not come from the casel .. On the
Soor Lam more at ease. I feel nearer, more pare of the pamting, since this way I can walk
around 1, wor&ﬁ’am nbfﬁmr srdes andd x'iffmu'i_y e i f.be‘ﬂainﬁrzg 3
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EXPANSES OF COLOUR

HE Corour FIELD grouping of

painters was held together b}'

the fact that their abstract
works generally featured a large expanse
of colour. Colour was used by these
artists to communicate emotion, the
idea being that a particular colour, or
combination of colours, was enough to
contain meaning without reference to an
image or theme.

Robert Motherwell (1915-1991)
took up painting in1941 and, initially,
was part of a Surrealist cirde in New
York influenced by automatism, a theory
that relied on a free association method
that tapped into the workings of the

UNCONSCIOUS,

Motherwell also worked as a writer,
teacher and lecturer and continued to
dl:\-'l:E{}[J ideas around theories of colour
and sensation, :dt;ngsitfu his bold abstract
paintings composed of large amorphous
shapes. From 1958 to 1971 Motherwell
was married to Helen Frankenthaler
(1928~ ). She developed an innovative
method which involved soaking an
unprimed canvas with thin paint,

saturating the canvas to ensure that the

Ty

colour becomes part of the painting

rather than sitting on the surface.
Painter Barnett Newman

(1905-1970) adopted a stricter

approach to his work, rejecting the loose,

painterly technique of many of the other

» ELEGY TO THE SPanisH REPUBLIC, 19537 ROBERT MOTHERWELL

One from a sertes gf about 150 works that Motherwell made meditating on the .S:pwri'sc‘.' {;

1

War. In these rhythmic abstract works, which be described as 'a funeral song for something one

cared about | large, black Ipas'm‘f.l'.fy blofs punctuate the horizontal white canvas.

Expru.&siunisw. In the late 1940s, he
began to paint a series of monochromatic
canvases which featured a single stripe of
a lighter colour on a d:lrkl:rlmckgmund_
Known as *zips, these bands ran
vertically from one edge of the canvas to
the other. Newman was an important
influence on younger artists such as
L;lrr_v Poons, Frank Stella and

Jasper Johns.

Mark Rothko (1903-1970) was
perhaps the most important of all the
Colour Field painters. Russian-born
Rothko came to the US as a child in
1913, Largely self-taught, from about
1947 he developed his characteristic style
of large rectangles of single colours, with
blurred tdgts., ﬂt::lting on grt:unds and
often alrrnngud in parallel.

Rothko's limited palette focused on
colours that were near to each to other in
the range, such as brown and red, or grey
and blue. Overall there is a feeling of
calm and meditation in these evocative
paintings; later works, however, have a
much darker mood, rl_‘ﬂl_‘cting his

dL"prL-.t;hi[:n and eventual suicide.

F UNTITLED, 1967 MARK ROTHKO
By the lare 19405, Rothko bad developed a

style 1n which mainly rectangufar shapes

[float on top of one another, their edges

softened and blurred. These shapes “have no
direct association with any particular visible
experience. Instead, they provide the viewer
with an avenue for rﬂ-rrfur}.lf:-.":szwr ar d

sereen on fo which to project emotion.
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ALL OR NOTHING

INTMALISM DEVELOPED 1N

America, primarily in

New York, in the second
half of the 1960s as a reaction to the
emotional expressiveness of Abstract
Expressionism. The artists involved with
the new movement wanted to make
work that was devoid of all references,
feeling that the work should be complete
in itself and not imitate anything else.

Minimal art was therefore composed

of very pared-down forms and often
relied on simple geometric structures
such as the square or the rectangle, and
repetition. Many of the minimalist artists
(such as Carl Andre, Dan Flavin and
Donald Judd) worked in three
dimensions and were influenced by the
Constructivist artists in their use of light,

modern, industrial materials. The action
paintings of Lucio Fontana (1899-1968)
from the late 19505 — physically slashed

= SPATIAL CONCEPT, 1967 Lucio FoNTANA

= were another influence, partof a
strong overlap between minimalism and
conceptual art, where the idea,

or rationale, for the work was the
primary concern.

Frank Stella (1936- ) was one of the
first artists specifically associated with
minimalism. After graduating in 1958,
Stella settled in New York where he
painted houses for a living, He
particularly admired the hard-edged,
geometric grid paintings of Bauhaus
painter, Josef Albers, who had moved to
America in 1933, and was known for his
paintings of squares within squares called
Homage to the Square.

Stella evolved his own systematic,
monochromatic approach to abstract
painting, firstly through all-black
paintings, then with flat bands of colour.
In the 1970s, he also cut out shapes and
made boisterously coloured and glittered,
three-dimensional relief works.

The work of Robert Ryman (1930- )
forms a bridge between Abstract

Fontana began fis experiment with making cufs fo the canvas in 1959, He saw the dramatic

gesture as a way rafb:;gbﬁgbﬁﬂg :befad Fhat the skin :_;fzbf m;:ﬁzce woas fae-dimensional and

that there was space behind, Fontana datmed this was not an aggressive act, stating, T have

consfructed, not dex.froym’. 1

Expressionism and minimahsm.
Ryman moved to New York in 1952
where, right from the start, his primary
concern was to explore the process of
painting, pushing the boundaries and
limitations of the medium through
combinations of different materials. In
the late 1960s, he made predominantly
white paintings that focused on light and
the surface of the picture plane; white,
according to Ryman, ‘enables other
things to become visible'.

In France in the 19505, the painter
Yves Klein (1928-1962) began to exhibit
monochrome canvases covered in
a specific shade of intense blue.

His performance-exhibitions in Paris,
featuring nude models covered in
Klein-blue paint, were the subject of
outrage when they were first staged.
Other painters who made works that
featured the blend of order, simplicity
and balance favoured by the minimalists
include Americans Brice Marden and
Ad Reinhardt.

» BLUE SPONGE RELIEF (KLEINE
NACHTMUSIK), 1960 YVES KLEIN
Kleins monochrome works were mostly in a
deep blue kngwn as International Kiein
Bilue'. Kiein created this work by covering
natural sponges i1 paint and the secondary
fitle refers fo the music be listened to while

daiﬂg sa, a5 well as fo fhe ariists name.
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THE FACcCTORY LINE

OP ART WAS A NEW VISUAL ART

movement that emerged in mid-

19505 Britain and late 1950s
America. It drew its inspiration from
sources in popular culture including pop
music, movies, comics, kitsch and
advertising, Familiar, everyday objects -
such as images derived from cartoons,
t]ags and SOUp Cans = were used as
subject matter and sometimes literally
incorporated in the work. Making a
statement about the need to break down
the distinction between high and low
culture, Pop Art was seen as a revolt
agamnst the orthodox view of fine art
represented by modernism.

Jasper Johns (1930 ) and Robert

Rauschenberg (1925- ) were two of the
first artists in the US to make the move

away from Abstract Expressionism.

» LoCK, 1964 ROBERT
RAUSCHENSBERG

By 1962, Rauschenberg had starfed fo
include found objects as well as found
images in his patntings. His collage
approach led him fo transfer photographs fo
the canwvas by means of the silkscreen process.
Commenting on his work, be said, Tthink
a patnting is more like the real world if 1£s
made out of the real world’

Johns was a commercial artist in

New York in the 1950s, working on
shop-window displays. He made several
series of paintings based on motifs such
as flags, targets, letters and numbers in
which, through repetition, he exploited
the banality as well as the beauty of the
sigms and symbols.

In the mid-1950s, his friend
Rauschenberg started to make paintings
that combined objects such as Coca-
Cola bottles, radios and even a stuffed
goat with, and into, the painting. Always
alert to the possibilities of different
media, Rauschenberg experimented with
silkscreen in the 1960s and incorporated

photopraphs from glossy magazines

within his cn]lagcs.
Roy Lichtenstein (1923-1997) was

one of the most popular and consistent

of the pop artists = his first one-man
show in New York caused a sensation
when it opened in 1962. Lichtenstein
re-presented comic-strip images,
blowing them up to a large scale and
then meticulously reproducing all the
cheap production values of the original.
Originally a successful commercial
artist, Andy Warhol (1928-1987) went
on to become the most famous pop artist
in America, largely on account of his
extraordinary ability to promote himself
and the details of his controversial life.
Warhol used a silkscreen process to
imitate the dehumanizing method of
mass production, producing repeated
images of Campbell's Soup cans,
Coca-Cola and a range of iconic
celebrities such as Liz Taylor, Jackie
Kennedy and Marilyn Monroe.

» EarrLy CoLoreD L1z (TURQUOISE),
1963 ANDY WARHOL

Warbol created this silkscreen painting of the
actress and beauty Elizabeth Taylor from a
publicity photograph of ber taken when she
was making the film Cleopatra in 1963,

It is one of 13 made on a variety of coloured
backgrounds, Warbol once remarked, 1t
would be wery glamorous fo be reincarnated

as @ great big ring on Liz Taylors finger.”
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POPULAR AND PLAYFUL

- oF Art DEVELOPED IN Britain in
Ppara]lﬁl with America. The term,
‘Pop Art’, was first used by the
British critic, Lawrence Alloway, to help
define work that drew on imagery from
popular culture. Richard Hamilton
(1922~ ), one of the leading British pop
artists, went on to describe it as ‘popular,
transient, expendable, low-cost, mass-
produced, young, witty, sexy, gimmicky,
glamorous, and Big Business'.

While sharing many common
themes and techniques, the emphasis on
the playful, whacky side of Pop Art 1s
what disunguishes it from its American
counterpart, reflecting, perhaps, the

~ SWEET BowL 1967 PATRICK CAULFIELD
Caulfields paintings and prints gffen depict everyday objects placed in an interion. Fla

heady consumerism and lightheartedness
of the post-war period.

Leading British pop artists include
Peter Blake (1932- ), Allen Jones
(1937-), Patrick Caulfied (1936-2003)
and David Hockney (1937- ). Coming
to prominence in London in the
‘Swinging Sixties', Peter Blake made
paintings and collages referring to
popular stars such as the Beatles and
Elvis Presley, often using real
emphemera in his painted constructions.

Allen Jones is best known for his
paintings and sculptures featuring
stylized women in fetishistic clothing
such as high stlettos and rubber-wear.

areas of colour ave cocumscribed by dean Back outlines and sometimes, as here, the work &5

domimaited év_p a 5:':'1'31’3 Fue. Cay{ﬁda"s w:'!fy anﬂ’jﬂyom freatment elevafes the ;:'mjbif Aol

of suweets fo wonic status.

Work by Richard Hamilton in the 19505
and 1960s combined both traditional and
mechanically reproduced imagery to
produce composite images that explored
advertising and aspects of contemporary
life. Similarly, the painter Patrick
Caulfield used an amalgam of mass-
produced and unconventional techniques
to comment on the banality of consumer
society. The most significant British
woman to be recognized on the pop

art scene was Pauline Boty (1938-1966),
a Roval College of Art graduate, who
produced paintings and collages

that celebrated her feminity and
sexuality, while containing a eritique

of the male-dominated circle in which
she found herself.

For David Hockney, Pop Art was
only ever a brief stage in his career. In
work made during the Pop Art period,
Hockney uses a lightness of touch and
an almost jokey mood to convey a range
of subjects, largely in a naturalistic
manner. In the mid-to-late 1960s,
Hockney moved to Los Angles where he
made a series of swimming pool
paintings that reflected his carefree,
Californian lifestyle of the time. He
continues to produce a prodigious
amount of paintings and drawings, in
a range of media, that demonstrate his
tremendous skill in capturing a sense of

character and place.
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TRICKS OF THE EYE

7 HE TERM 'OP ART was first
used in 1964 to describe a
A particular style of abstract
painting, in which patterns are used to
give the impression that the image is
vibrating. The name was intended as a
pun on Pnp Art but also htlpcd to
describe a new style of art that relies on
optical effects to dazzle and disorient the
viewer. In Germany, Joseph Albers
(1888-1976) pioneered the art of optical
experiment in his paintings in the 1920s.
Albers used a rigid framework of purely
geometric forms and drew on colour
theory and psychology to create cool,
detached compositions that give the
illusion of depth.
In the 1960s, Op-artists such as
British painter, Bridget Riley (1931- ),
and the Hungarian-born French artist,

Victor Vasarely (1908-1997), started to
make abstract works that deliberately
set out to explore ideas of illusion,
movement, understanding and seeing.
Both painters began by making black-
and-white paintings and then moved on
to explore relationships between different
colours, drawing on perceptual and
psychological theories. Their aim was to
make use of the properties of lines and
patterns to create tension and dynamism.
In 1965, the first major international
exhibition of Op Art, ‘The Responsive
Eye', took place at the Museumn of
Modern Art, New York. Both Riley and
Vasarely took part. The pulsating and
illusionistic images caught the popular
imagination, although some critics were
dismissive, declaring Op Art to be litde

more than empty trickery. Others chose

P CATARACT 3, 1967 BRIDGET RILEY

to complain about feelings of dizziness
and disorientation when confronted with
the works on show.

Although Op Art fell out of favour
after the 1960¢, both Riley and Vasarely
continued to work in the style. Riley
travelled to Egypt in 1981, where she
was inspired by the colours of Egyptian
art as well as by the decorative patterns
of hieroglyphics. In 1986, she won the
International Prize for Painting at
the Venice Biennale. Nowadays she
employs studio assistants to make large
works that use subtle, repeated bands in
an all-over design. Vasarely wrote a
number of manifestoes that continue
to influence a younger generation of
Op-artists, and his fascination with
movemnent led him to experiment with

kinetic art. He died in 1997.

In this Op Are classic, there is nothing other than repeated, shallow curving lines, and

apairiﬂg @rmmpfemm fary colours which shimmer and move t?'n‘.’Pfﬂdz_ﬂg on fhe distance
ﬁom awkhich the spectator afserves the work, The title J&:;g.bh;gbﬁ Fhe 1dea rgfmawmeﬂr

or fluctuation.
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A BouT OF TURBULENCE

eo-ExprEssionisM, with its

renewed emphasis on the
" spontaneous expression of
feeling, harks back to the original
Expressionist movernent in Germany
in the early part of the 20th century.
As a new force in painting, it came to
prominence principally in Germany,
USA and Ttaly in the early 19805, and
was seen as 4 reaction against the
austerity of conceptual art and
minimalism.

The key features of Neo-
Expressionism are the rough, raw
brushwork, 4 reliance on the human
figure (often presented in a distorted
and frenzied fashion) and borrowing
from all manner of sources, from
newspapers to Indian mythology.

Neo-Expressionism first emerged in
Germany in the 1960s. Georg Baselitz
(1938- ), one of the leading figures in
the movement, studied painting in East

Berlin before moving to West Berlin in

¥ IN THE STUDIO, 1969 PHILIP GUSTON
In this playful picture, Guston has painted
the ofifects in bis studio — the patnfing on
the easel, the dock, light bull and bead —
with a carfoon-iike simplicity, while
arranging them in such a way that they

create a sophisticated abstract patfern.

1957. His paintings are roughly drawn,
forceful and sometimes disturbing,

He takes human figures, animals
and landsr:ap:: elements and often
paints them upside down to empty
them of literal meaning and suggest
alienation. Other German artists, such
as Anselm Kiefer (1945-=), allude more
directly to the political realities of
Germany before Reunification. Born
at the end of the Second World War,
Kiefer makes huge works that subtly
and symbolically refer to his country’s
past, while revealing a real feeling for
landscape and architecture through his
choice of materials such as straw,
blood and lead.

In Italy, the Neo-Expressionist
impulse could be seen in the turbulent
brushwork of Sandro Chia {1946~ ) and
Francesco Clemente (1952-) = the
latter making nostalgic work that uses

primitive or romantic imagery which

refers to eastern philosophies and

religion. In America, the Neo-
Expressionist movemnent was wildly
hyped as the result of an overexcited

art market; the monumental, theatrical
paintings of Julian Schnabel (1951- ), for
example = in which he embedded broken
crockery over and under layers of thickly
applied paint = exchanged hands for
record amounts of money.

Up until 1966, American Philip
Guston (1913-1980), an older and
altogether more serious artist, had
worked mamly in an Abstract
Expressionist mode. He began to bring
figurative elements into his work, drawing
on underground comics and popular
culture, explaining: ‘It [abstraction] is an
escape from the “raw” primitive feelings
about the world — and us in it. And
America.’ Guston's subsequent work 1s
typically Neo-Expressionist; there is a
fragility, alienation and black humour in
his cartoon-style imagery that reflects his

view of contemporary urban life.
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a Your AsHeEN Har, SuraMiTH, 7970 ANSELM KIEFER
This deeply bumane and poignant work was inspived by Death Fugue', a poem writfen in a

German concentration camp &y Paul Celan. In this poem, the line, Your ashen hair,

Shulamite’, refers fo the Jewess whe is cremated and ako fo the archetypal Beloved of
The Song of Solomon. Kiefer sees ber spirit 1 the charred black fields.




194

THE Bopy MADE FLESH

W W Y uiLE ARsTRACT

W i\

ExrrEssioNism was
r taking America by storm,

there were artists in Britain who quietly
pursued a figurative style of painting,
After the Second World War, the sober
naturalism of the Euston Road group
established a very brief foothold. OF far
greater consequence, however, were two
artists = Francis Bacon (1909=1992) and
Lucian Freud (1922- ) = who met in
1945 and first exhibited together at the
Hayward Gallery in London in 1976,

Francis Bacon was born in Dublin,
moved to London in 1925 and settled
permanently there in 1928, He first
worked as an interior designer
which literally set a stage for later

compositions in which the picture plane

features as a claustrophobic interior
space. In these images, a distorted,
isolated figure is often shown -
sometimes screaming, seemingly trapped
or writhing — ereating an emotional
response in the viewer which has
disturbed and caused controversy in equal
measure. Bacon developed an inimitable
technique of smudging, smearing and
splattering the paint, adding a further
layer of risk and uncertainty to his bizarre,
nightmarish hybrids.

Fellow painter and friend, Lucian
Freud, 1s the grandson of the German
psychoanalyst Sigmund Freud. He
initally painted tightly controlled,
Surrealist-inspired portraits and sdll
lifes. In the 19605, he and Bacon went
on to develop a reputation as the two

» TRIPTYCH, 1 974-77 Francis BAcoN

most important figurative painters
working in Britain. Freud paints mainly
nudes in his studio in arresting close-up,
declaring that he wants paint ‘to work as
flesh does'. He has his models pose,
often in harsh artificial light, to reveal all
their minute imperfections, as well as
their emotional reaction to the intense
gaze. His luminous still lifes, as well as
surrounding objects such as cloths and
rags, also have a palpable presence.
Jenny Saville (1970~ ) continues
to work in the British figurative
tradition, generally focusing on
sculptural and fleshy female nudes of
massive proportions, highliphang the
disparity between the way women are
perceived and the way that they feel
about their bodies.

Bacon revised the central panel rngript}-th in 1977 and removed the redining figure

peer:'ﬂg Back at the viewer Lﬁmugﬁ Binoculars. The :'mpiim.ffam tgfhﬁis can be rather

uncomforable for the viewer. Each of the three panels represents George Dyer, Bacon's lover

who died shortly before the painting was complefed
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THE NARRATIVE TRADITION

S —

" HERE HAS BEEN A STRONG

commitment to narrative in
' British figurative painting since
1945. Stanley Spencer (1891-1959), with
his idiosyneratic biblical vision based on
characters from his own village of
Cookham, paved the way for storytelling
in figurative painting, while he himself
was influenced by these tendencies in the
19th century Pre-Raphaelites.

A group of Scottish painters took
the narrative tradition in a very different
direction in the 1980s; both Peter
Howson (1958- ) and Steven Campbell
(1954- ) created scenes of urban
deprivation within a social realist
tradition, whereas John Bellany (1942~ )
relied on metaphor and rich poetic
language to tell his tales of good
and evil.

Portuguese-born Paula Rego
(1935- ) is perhaps the leading narrative

painter working in Britain today. Her
figurative paintings draw upon literature,
fairytales, myths, religious stories and
cartoons to create a series of subversive
and often disturbing paintings in which
nothing is ever quite as it seems.
These curiously amoral, ambiguous and
dislocated images mark a return to
childhood themes, in part inspired by her
own nanny's stories told to her as a child.
By contrast, British artist Howard
Hodgkin (1932- ) makes abstract
paintings; through their specfic
references to personal encounters,
emotonal experiences and actual events,
these form a rich, dynamie, kaleidoscopic
narrative. Hodgkin started painting
mainly portraits and interiors in the
1950s and 1960s, adopting a loose,
gestural, abstract style in the 1970s when
he started to paint on wooden panel.
Hodgkin has always used bold, vivid

colour as his primary means of
expression, building up layers
characterized by a vocabulary of
brushwork to evoke a particular
emotional journey.

Nowadays figurative and narrative
painting seem to be enjoying a revival,
The tremendous range of images
available to the artist = from traditional
media such as magazines and books, to
electronic and digital — are often shaped
by, or allude te, actual or imagined
events. In Britain, young artists such as
Stella Vine (1969- ) and Chantal Joffe
(1969- ) paint female figures or portraits
ina direct, dynamic style, often drawing
on the world of contemporary culture
such as fashion or celebrity. Edinburgh-
born Peter Doig (1959- ) uses film stills,
real footage and photographs to convey
a sense of an Imaginary narrative

constructed from borrowed memory.
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a THE MaIps, 1987 PavLa REGO

Rego based ber painting on Jean Genet’s play of the same name in which fwo French sisters
brusally murder the mother and daughter of their male employer. In ber depiction of this
troubling tale, Rego focuses on the closeness of the women i a daustrophobic bedroom, in

which even strange shadows could be interpreted as waving for help.
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ISSUES OF IDENTITY

3, OSTMODERNISM IS A TERM

2 that first gained currency in the
L 1970s when it was applied to
everything that moedernism was not.
Wanting to break free from the
modernist belief 1n autonomy, originality,
authorship and its formal aesthetie,
critics proposed a new form of
representation that had nothing to do
with a fixed meaning, but everything to
do with the complexities of life and the
process of living. Life and art were
suddenly back together again. Tssues
of identity — marginalized under
modernism — suddenly became relevant.
Deconstruction, diversity and a recycling
and/or appropriation of subject matter
were hugely encouraged.

Sigmar Polke (1941- ) 1s the

consummate postmodernist. He
grew up in East Germany but settled
in Diissledorf in the West, where he
developed his Pop Art-inspired form of
painting, appropriating images directly

from advertising as well as photography.
Polke draws upon a range of different
materials within one canvas, combining
household paint, screenprint, transparent
sheets and found objects to build up
a complex, densely lavered narrative.
Playfulness, parody and pastiche best
describe Polke's style, which went
through a psychedelic phase in the
1980s, and more recently drew on
German history with references to
politics and culture as well the process
of making an image.

Polke met fellow student Gerhard
Richter (1932- ) in the 1960s when
the pair collaborated on a project about
consumerism. Like Polke, Richter has
always worked in a variety of styles and
across medm. In the early 1960s, Richter
transterred some disturbing photographs
of the Second World War on to canvas
which, while neutralizing the horror of
the images, also served to question the

respective nature and role of painting

» S wiTH CHILD, 7995 GERHARD RICHTER

and photography. Richter continues to
work with photography, transforming
aerial photographs of cties, as well
as producing a series of monumental,
visceral, colourful abstract paintings.
Other paintings, often made in series
and in mesponse to photographs, hover on
the borderline between abstraction and
figuration, his slightly blurred, seamless
style spawning a host of imitators.

Other German artists such as Martin
Kippenberger (1953-1997) exemplify
the Postmodern tradition in painting,
Often using his own body, as well as
banal, mundane subjects, Kippenberger's
witty works poke fun at the tradition of
painting and the various ways in which,
over time, it has been repressed and
subverted. Polish painter Wilhelm Sasnal
(1972- ) dismantles notions of high
culture and of propagandist imagery by
making his own connections to mass-
media imagery, using an eclectic range of

visual styles and techniques.

In the early 19905 Gerbard Richter showed a number of recent small-format paintings
of bis third wife, Sabine Moritz, and their baly son. Entitled S with Child, #be series of
tmages devive from a photographic source, but they ave then distorted and distanced by a

painting process that relies on blurring and smudging.
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A NEW SENSE OF UNEASE

"W, 7] OW THAT POSTMODERNISM
:'-3._~,\ has opened up the practice of
4 ¥ painting, there is a remarkable
sense of freedom which means that, in
terms of subject and style, just about
anything goes. Despite such diversity
and plurality, some distinct trends can be
traced and there are some painters who
stand head and shoulders above the rest.
While much contemporary work is
playful, even tongue in cheek, some
recent painting also tackles key themes
of life and death, while evincing a
disquicting sense of unease.

Marlene Dumas (19553- ) is 2 South
African-born painter who lives in
Amsterdam. She makes provocative, yet
beautiful paintings of women, children,
models and celebrities that often
challenge the viewer with a direct stare.
Drawing inspiration from photos and
pictures found in magazines, Dumas

works instinctively with a wet-on-wet

style, using a mixture of thin washes and
thickly applied oil, to create an intimate,
yet alienated vision.

Commenting on her own voyeuristic
position in regard to her images, Dumas
has said: “The aim is to “reveal”, not to
“display”. It is the discourse of the lover.
I am intimately involved with my subject
matter. Confronting persomal and
political issues like race, religion and
prostitution, Dumas opens up a ferninist
dialogue that does not oversimplify,
while allowing for beauty and pleasure
in the process.

Belgian-born Lue Tuymans (1958~ )
is one of the most sgnificant
contemporary painters. He began
painting in the early 1980s but gave it up
for a couple of years to work as a film-
maker, after which the use of framing,
close-up and cropping became part of
his painting process.

Tuymans generally makes small

P WiTHin, 2001 Luc TuyMANS

paintings in series. The subject matter
can range from intense and harrowing
images based on the Naz gas chambers,
to banal and seemingly inconsequential
representations of toys or flowers. The
images are often abstracted or presented
as a disconnected fragment = meaning is
only attached once the details are pieced
together in the mind of the viewer.

Tuyman uses a pallid, almost sickly
colour range which adds a further sense
of disquiet to his collapsed forms.
Commenting on the unease that lies at
the core of his work Tuymans has said:
*There is a sort of indifference in my
paintings which makes them more
violent, because any objects in them are
as if erased, cancelled.”

Rather than this being a statement
of finality, his work bears testament to
painting which attempts to make
tangible and, at the same time, question

the very essence of existence.

This close-up of part of a bivd cage is an arresting and alarming image which, through 165

emafional iﬂfmsif)g. manages fo enfrap the viewer. Because of their un ymafﬁamiﬂg and

disconnected forms, Tuymans patnfings are offen claustrophobic and convey feelings of

madeguacy and loss which tap info some universal senve of guiff and shame.
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A HISTORY OF TECHNIQUES

1f we take The History of Art as our
timeline, we can see that a wide variety
of methods have been employed by
artists through the ages to create
paintings. The main focus here has been
on western art; it is to this strand of
picture-making we turn our attention
when considering the materials and
techniques used.

Although images using graphic tools
and pigments have been created since
prehistoric times, more formal and
complex approaches were being used at
the point where we began, in the art of
the Middle Ages. Encaustic = pigment
mixed with hot wax — had been a
painting medium commonly used by
portrait artists in ancient Egypt and in
the rmpl{l}f of the Roman CMpPErors.
Whereas wax was the binding medium
(or ‘temper’) here, egp — and principally
the yolk = was the key binding property
for later artists working across medieval
Europe. The yolk itself is released from
the yolk sac and then preserved by the
addition of a little vinegar or wine. Itisa
naturally oily substance and, when mixed
with ground pigment and water, it makes
for a soluble painting medium which
becomes highly durable. Egg tempera
was very popular, usually painted on
wooden panel which had been prepared
with gesse — a substance made from
white chalk and rabbit skin glue.

When smoothed on to a panel and
sanded down, gewe has an ivory-like,
silky surface with the porosty of fine
plaster = forming a perfect ground for
tempera. As it 1 water-soluble, epg
tempera is fast-drying, allowing for the
build-up of layer upon laver of glossy,

semni-transparent paint. Along with
gilding = chiefly used in manuscripts and
iconic, religious works = tempera is a
medium associated with times past, yet
it has become increasingly popular with
maodern and contemporary artists, Joseph
Southall, Andrew Wyeth and Dawvid
Tindle, for example. The craftsmanship
required to prepare and execute a
tempera painting establishes it firmly as
a traditional fine art medium. The result
of a relatively delicate process, tempera
paintings tended, therefore, to be
devotional, small-scale pieces, requiring
detailed brushwork and a dedication to
carefully cross-hatched detail. Works by
Duccio and Raphael, for example, serve
to reveal tempera painting at its best,
possessing a precious, jewel-like quality.

Egp has also been used as the
medium to bind pigment to walls in
large-scale mural paintings or frescoes,
most prevalent in Roman, late Medieval
and Renaissance periods. The patrons of
Baroque artists Tiepolo, best known for
his work in the Wiirzburg Residence,
and Andrea Pozzo, fimous for his
frescoes in the church Sant’ Ignazio di
Loyola a Campo Marzio, favoured high
ceilings on which to best exercise their
painters’ considerable talents for the
dramatic perspective of frompe l'oeil
scenes, breathtaking for their celestial
pageantry and ingenious complexity.

When painting fresco on to dry
plaster, the term is painting a secco.
Wiater-based pigment without a binder
can also be painted into wet plaster
which 15 known as fron fresce;
Michelangelo's Sistine Chapel ceiling
was painted in this way during the

High Renaissance. The process
necessitated small sections of wet
plaster being laid down, in a piecemeal
fashion, over initial drawings or sinspia,
made on the rough underlayer. Each
section, or fnfonace, was then painted
upon before it dried. The work that
could be accomplished in one day -
roughly the time it would take for the
plaster to dry = was known as the
giornata. This was a painstaking
activity, favoured for such monumental
projects because of its durability; the
painting fused with and therefore
became part of the building. The fact
that many frescoes still survive today,
centuries later, is a testament to the
steadfastness of the medium. Frescoes
are best sustained by drier climates;
Southern Europe, particularly the
Ttalian cities of Rome and Mantua -
home to Andrea Mantegna’s
magnificent Camera degli Spost
paintings = are perfect locations for
such projects. In Venice, wall-frescoes
were not so sucecessful due to the
inevitable dampness and a non-water-
soluble medium - oil painting — was
therefore key to establishing the city's
reputation as an artistic centre for
Renaissance greats such as the Bellini
brothers, Titian and Tintoretto.
Although seed and nut oils have been
used to bind pigments since the 11th
century, pure oil painting did not come
into its own as a popular medium
until the 16th century — a development
credited to Early Netherlandish painter,
Jan van Eyck. His altarpiece for the
cathedral in Ghent (1432) and The
Arnolfini Marriage (1434) exemplify his
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complete mastery of the medium. Qil
paint dries by oxidation rather than
evaporation and this process is slow.

As such, it allows for greater freedom in
the manipulation of artistic ideas,
capacity for blending, changing and
building tone; its translucency makes for
expressive paintings of depth and
warmth. Historically, artists who have
maost popularly exploited oil's properties
to interpret the human spirit include
Leonardo da Vina, Rembrandt and
Rubens; they remain largely unsurpassed
in their achievements. Francis Bacon and
Lucian Freud are, perhaps, two modern
masters who have come close.

The process of painting dictates a
picture’s longevity. With oil pigment that
has been heavily thinned with white
spirit, an artist would traditionally lay
down initial ideas on the painting's
ground (canvas, linen, vellum or panel),
prepared with primer = a water-based
barrier between the ground and the oil
paint. These thinly painted sketches
would be very fast-drying. As the
whole composition develops, however,
subsequent layers use more and more oil
(most popularly linseed) in propertion
to spirit. This process is often referred to
as working ‘fat over lean’. In this way,
the paint layers dry in the order they
were laid down and are less Likely to
deteriorate and become brittle and erack
as the painting ages. Additons to the
medium like bitumen (famously favoured
by Joshua Reynolds) can also cause
conservation problems over time. Just as
watercolour paintings fade in the hght,
oil paintings tend to darken in the
dark and, in any event, may yellow

or eventually become transparent,
depending on the process and
ingredients used. Tempera, fresco and
acrylic — developed relatively recently
around the 19505 = are more stable and
generally stand the test of time more
predictably than oil. Whereas oil paint
originated from natural materials,

with the pure pigments obtained from
powdered, precious minerals such as lapis
lazuh (a deep blue), verdigris (rich green)
and cinnabar (vibrant orange-red),
acrylic is a synthetic, matt medium,
highly favoured because of its water-
solubility and quick drying time.

From the middle of the 19th century,
oil paint became transportable in tubes
and its propertics began to be exploited
for their own ends, rather than to mimic
nature or reality. The Impressionists,
painted afiz prima (directly on to the
ground), putting down a thick layer of
paint in one brushstroke, rather than
building up layers of coloured glazes.
They also tended not to blend pigments
on the canvas, allowing the viewer's
eye to do so — a technique taken to
mathematical extremes by Pointillist
artist, Seurat. The development of
photography dictated that painting had a
different role to play in commenting on
life as it was lived. Painters showed us
we were looking at an arrangement of
pigments on a flat surface; these could be
lush and expressive in their own right,
rather than acting as a mirror of the
world. Great swathes of buttery impasto
and wildly coloured palettes captured
the inherent magic of the quality of oll; a
chief exponent of such an approach was
Post-Impressionist Van Gogh, followed

by the Expressionists, using the medium
to convey high emotion. With Cubism,
painting techniques extended to
incorporate text and collage, a move
which served to fix pieces of the real
world literally within the painting and,
conversely, thereby establishing painting
as a vital element of contemporary
culture. Such ideas were recalled by
American Pop Artists Jasper Johns and
Robert Rauschenberg, to the extent that
paint became only a part of conveying a
creative idea.

Similarly, contemporary artists
incorporate painting alongside all
manner of media — Jessica Stockholder,
Angela Cruz and Damien Hirst, for
example, use painting as one of various
means of expression including
installation and sculptural elements.

Following postmodernism, many
artists have made painting about
painting itself; Fiona Rae is known for
using numerous different styles of
painting in one work, including Abstract
Expressionism and cartoon-inspired
imagery, while Glenn Brown and John
Currin play with the concepts of pastiche
and ireny in the context of painting,
painters and painting techniques.

Despite major advances in the
development of artistic materials and
the ongoing debate about what
constitute these, artists continue to work
with relish in paint today. As a singular
medium in its own right, painting
remains a steadfast staple in
contemporary practice. Long may it

continue to do so.

Libby Anson, London 2007
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The History of Art takes you on an intriguing journey
from the High Renaissance in Italy to the work of
today’s outstanding artists. Set within a clear
historical framework, this is a beautifully illustrated
summary of the major movements in western
painting along with the lives and times of many of
the most influential painters.

Great artists change the way we look at the world
and this book is designed to help you see the
connections between the paintings of, say, Manet
and Goya, or the emotional equivalence between a
Rothko and a Caravaggio. It is an ideal introduction
to the history of painting.

» Suitable for everybody, from the casual reader to
students of the history of art

* A clear chronological structure allows the reader
to see each movement in its historical context
and to appreciate the patterns that emerge

* Comprehensive and cogent overview of painting,
from the sacred beauty of Botticelli's Birth of Venus
to Gerhard Richter and Luc Tuymans

* Includes an essay on the development of painting
techniques throughout the ages

* Features more than 150 beautiful reproductions
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