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Introduction
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In 1900, a new century dawned on an art world in a
state of feverish turmoil, as a new generation of
artists began to explore completely new directions
in painting. They rejected the old idea of creating
works that looked like the real world; photography
could do that. Instead they took a fresh look at what

art could do.

By abandoning traditional artistic skills and
techniques, the artists freed their imaginations.
They found that they could use colour and shapes
to express emotions and inner thoughts, and to
present new ways of looking at the world. To their
satisfaction, this often caused outrage among art
critics and the public, many of whom still wanted
pretty landscapes or inspiring scenes from history

to put on their walls.
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Self-portrait(1906), by Matisse.

Until about 1900,the French artist Henri Matisse (1869—1954) painted in the
style of the Impressionists. In 1901,he met two younger artists, AndréDerain
(1880—1954) and Maurice de Vlaminck (1876—1958). Together they worked at
a new, vigorous way of painting, using bold brush strokes and slabs or blobs of

unmixed colour. In the summer of 1905, Matisse and Derain painted together

in the village of Collioure, in south-western France, and were thrilled by the

rich, bright colours of the Mediterranean. Back in Paris, all three showed their

work at the annual exhibition of new art, the Salon d'Automne.




The Fauves

- RFIMA IR LR S PRSI 2 5
AREEFR D, XLV A b R AL | i L ol
QLT RS . BB A LI, Lm T
EAA R I . — Gz AU 5 - )2 9% ) (Louis Vaux-
celles) AYPFIEFAEDFR T rh S iy — B 92 17 5
P UEIE , Al 1 B — T 44 ) 5 — 255 i e
o XAPRIRA X LEZAREKA 153 I 2%, kit A7)
WHCOARE, X —ZARizdh—— 8t
MR EAR T Z A B

B8 1 AR A O T2 0 R [ H A 2 it
MR N TEik Tkt 5 Aok is g6, 420k
E T B AS [ SR B B 6 78T T A 1
an (A WUARY o EhEH0T (M 1906 4 FTfERY €A
] 500 H , B4k s IR TR 72, i HL 672 E
PR ity CEL S FIFNIED vh B RN 2, shIR 2 PR
Bt SR A

I 5 <

& 5 M 6l mCET €5 ) A0 ) (1908 -1909) i £
WRIEWAF 2 A ok A RCE &0 f i)
9 TR AE T f R A E L T L X
AR AW RRT D% W — b - fh %2 1R
I R A o SO AE R A & A
Matisse worked on Harmony in Red (1908—1909)
over two years. Two paintings, Harmony in Green
and Harmony in Blue, lie beneath the red that he
Sfinally settled on. The end result represents a move-
ment away from the more turbulent brush strokes
of earlier Fauve work.

The critics and most of the public who saw these
new works were shocked. They seemed rough and
childlike. The colours were unrealistic and the
drawing was very sketchy. One critic, Louis
Vauxcelles, remarking on a sculpture in the middle
of'a room, said it was like a beautiful statue
surrounded by fauves (wild beasts) . This rather
pleased the artists, who called themselves the
Fauves. Their movement, Fauvism, became all the

rage with young artists.

The Fauves rejected a host of old ideas about
painting, and began applying colour in unexpected
ways. Dabs of unrealistically bright, complementary
colours fill Derain's Drying Sails. Matisse uses green
in the face of his 1906 Self-portrait, and colour has
become the main subject matter in his Harmony in

Red, as reflected in the title.
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Drying Sails(1905), by André Derain, was painted during the summer

of 1905. It was shown at the Salon d'Automne, where the term * Fau-
vism’ was coined.
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The Fauves were not interested in drawing
realistically. In Harmony in Red, Matisse
has created flat colour, with virtually no
perspective. The drawing—of the trees, for
example—is stylised, and the patterning of
the wallpaper and tablecloth has been given
unreal emphasis. Instead of trying to show
a realistic image, Matisse has rearranged
colours and shapes in an effort to create a
satisfactory composition, a 'harmony'. This
reflects his great interest in the work of the
Post-Impressionist Paul Cézanne
(1839—1906), who had been working
towards the same goal. The Fauvist
movement ended in about 1908, but
Matisse, Derain and Vlaminck continued
working, developing their own styles, and

they all lived on into the 1950s.
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Houses with Drying Laundry (1917), by Schiele. His vigorous lines and rusty

colours convey frenetic emotion and decay.

The Vienna Secession brought together not only artists

and sculptors, but also architects and designers, who
worked together to create the perfect designed
environment. Gustav Klimt (1862—1918), a leading
light in the movement, saw a close link between
painting and decoration. Many of his most famous
works were created as murals or wall panels. In fact,
Klimt used a version of The Kiss in a mosaic frieze in
the dining room of the ultra-modern Stoclet Palace in
Brussels, designed by the Vienna Secession architect

Josef Hoffmann.

Klimt's work has a highly sensual quality, and he
painted a large number of nudes.In part, this reflects
new developments in the study of the subconscious
mind by fellow Austrian, psychoanalyst Sigmund
Freud. Klimt's gifted young friend Egon Schiele
(1890—1918) also concentrated on studies of the
human body. But there is a disturbing quality to
Schiele's figures; the scrawny bodies with elongated

limbs convey pent-up energy.



The Vienna Secession | #4908k <

oo HFBAE 1918 45 2 A T-Hh X, &4F 55 % & Klimt died as a result of a stroke in February
HE 8 H g &b FE T 5 =R T, 1918, aged 55. Schiele died eight months
AN N — ke B (1914—1918) I I 4 ok later, just three days after his wife. Both were
TSR R (1 — iR T M PR 2 3 75 ¥h3E victims of the flu epidemic that struck just

after the end of the First World War
(1914—1918). Schiele was 28 years old.
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~«Klimt was known for his unusual painting clothes.
He wore a long, ankle-length smock and loo-

ked like a monk. He was oﬁéﬁase'en in &0 >> (9719008 8 E 1.

o . publie tfu's outit. The Kiss (1907—1908), by Klimt.
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The Couple (1904), a work from Picasso's Blue Period.

After the Fauve exhibition in Paris in 1905, Matisse was celebrated as the leader of
the avant-garde—those at the cutting edge of new art. But he had a rival. Living in
Montmartre, the lively artists' quarter of Paris, was a young ,brilliantly talented and
ambitious artist from spain, Pablo Picasso (1881—1973). Picasso saw the Fauve
exhibition, noted the public attention that it attracted and was jealous. He realised that
he needed to rethink his approach to painting, and within two years, he had created
and launched Cubism. Picasso now took Matisse's place at the forefront of modern

artistic taste.




Picasso and Cubism
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Picasso first came to Paris in 1900, then returned in
1901, when a leading art dealer, Ambroise Vollard,
mounted an exhibition of his work. Picasso moved
between Paris and Barcelona before finally settling
in Paris in 1904, aged 23. He had now developed his
own distinct style, charging his work with brooding

emotion and a sense of desolation. His paintings

tended to be dominated by one colour. He progressed
through a Blue Period (1900—1904) to a slightly
more cheerful Rose Period (1904—1905).

O SR B R U E e B — %) (1905) B E T OB B, A B EMAEERURD

RHMEMEEER D EMREZNAEEEZ .
Picasso's Family of Saltimbanques (1905) dates from his Rose Period. Off-stage acrobats and
other circus performers became one of Picasso's favourite subjects.
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Picasso built up his figures using thick paint and
heavy outlines, and set them against a vague
background. They are silent, uncommunicative
figures, as if oppressed by the world around them.
After 1905, Picasso pushed his art further towards
experimentation. The result, two years later, was Les
Demoiselles d'Avignon (The Girls of Avignon), a

huge work, painted over months.

@5 BT 4 AR 9 I 1R (1907) £E 1918 4 ULRT —H A AT R R, EH2 T ARk, il
S 0k ol 10 D6 S OO L BT A Ok A A LR S LN BT A A G 6 A A

1% W .

Picasso's Les Demoiselles d' Avignon (1907) was not shown until 1918. It portrays five prostitutes, whose

bodies have been radically altered, simplified and jumbled up. The influence of African masks can be seen in

the two faces on the right.




Picasso and Cubism

Around the World
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Influence on Western art
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African artists have rarely attempted to create
accurate and literal images of the world around
them. Instead they express an interpretation of
what they see. Often they may distort facial
features, extend limbs and add colour. The result
is a combination of imagination and artistic talent
that can powerfully express emotions and qualities
such as elegance, bravery, fearsomeness and
humour. Until recently, African art was

always closely connected to religious

beliefs and rituals.
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Painted wooden mask from northern
Cameroon.

Artists like Picasso saw African art in
museums. They were fascinated by the variety
of the work, its range of imagination and its energy.
Also, they envied its apparent freedom—freedom from
the constraints of academic art and also in the choice of
materials; African sculptors used not only wood and
brass, but also shells, feathers, bone, raffia and bits of
metal. They showed how it might be possible to take a
fresh look at the world, and produce something

original, new and exciting.
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SCERF E G (1916) , 15 B
Portrait of the Artist (1916), by Gris

At first, Picasso and Braque concentrated on still lives, Portraits and nudes, and tended to use
dark colours. The effect was somber and rather emotionless. In around 1911, they became more
playful; Picasso added written words to his pictures, and then cuttings from newspapers and
other printed material. From collage they started making three-dimensional 'constructions' from
objects they had found, such as curtain tassels, spoons, tin cans and bits of skirting board, stuck

together and painted. They called this new phase Synthetic Cubism.

Picasso and Braque enjoyed their close collaboration. Braque felt as if they were "roped
together like mountaineers". Meanwhile, numerous other artists had taken up Cubism

enthusiastically.



