ART DECO PAINTING EDWARD LUCIE-SMITH

PHAIDON




ART DECO PAINTING




Phaidon Press Limited
Regent’s Wharf
All Saints Street

London N1 A

Phaidon Press Inc.
180 Varick Street
New York, NY 10014

www.phaidon.com

First published 1990
Reprinted in paperback 1996,
2003, 2004

© 1990 Phaidon Press Limited
Text © 1990 Edward Lucie-Smith

ISBN © 7148 3576 5

A CIP catalogue record for this book

is available from the British Library.

All rights reserved. No part of this
publication may be reproduced,
stored in a refrieval system or
transmitted, in any form or by any
means, electronic, mechanical,
photocopying, recording or
otherwise, without the written

permission of Phaidon Press Limited.

Printed in Singapore

Frontispiece:

MARIANO ANDREU

The Mirror (detail), 1928.
Private Collection.

(Whitford and Hughes, London)

Cover illustration:

TAMARA DE LEMPICKA
Unfinished Portrait of Tadeusz
de Lempicki, detail (Plate 38)

ACKNOWLEDGEMENTS

The vast majority of important Art Deco
paintings, especially of a more
conservative and classicising kind,
remain in private hands. This book
could not have been undertaken without
much help from certain specialist
dealers, who have handled much of the
material, and have kept good records ot
it. In New York, | owe especial thanks to
Barry Friedman Ltd; in London, to

the Fine Art Society and Whitford &
Hughes. | also owe a great debt of
gratitude to my editor at Phaidon, Mark
Fletcher, who has been patient with my
vagaries, and an excellent source of
practical suggestions. Many of the
book'’s virtues (assuming it has any)

are due to him; its faults are my own

responsibility.

The publishers wish to make the
following copyright acknowledgements:
12, 89 © 1990 The Art Institute of
Chicago. All Rights Reserved; 73, 98
Scala, Florence; 48 Reproduced by kind
permission of the President and Council
of the Royal Society; 4, 42, 43 Cliché
des Musées Nationaux, Paris; The
works of Georgia O'Keeffe are
Copyright 1990 The Georgia O'Keeffe
Foundation/ARS N.Y. The works of
Balthus, Casorati, Dupas, Grigoriev,
Léger, de Lempicka, Ozenfant, Picasso,
Pimenov, and Vallotton are © DACS
1990. Those of Boutet de Monvel,
Derain, Laurencin, Lhote, Severini and
Van Dongen are © ADAGP,
Paris/DACS, London 1990.



ART DECO PAINTING






— CONTENTS =

ACKNOWLEDGEMENTS 4

I INTRODUCTION:
THE SOURCES OF ART DECO PAINTING 7

2 CLASSICAL AND ALLEGORICAL THEMES 37
3 PORTRAITURE IN FRANCE 61
4 PORTRAITURE OUTSIDE FRANCE 73
S DEPICTION OF EVERYDAY LIFE 89
6 TRADITIONAL GENRES 115
7 ART DECO AND CUBISM 143
ARTISTS BIOGRAPHIES 153
BIBLIOGRAPHY 158
INDEX 159



ART DECO PAINTING






ART DECO PAINTING




Phaidon Press Limited
Regent’s Wharf
All Saints Street

London N1 A

Phaidon Press Inc.
180 Varick Street
New York, NY 10014

www.phaidon.com

First published 1990
Reprinted in paperback 1996,
2003, 2004

© 1990 Phaidon Press Limited
Text © 1990 Edward Lucie-Smith

ISBN © 7148 3576 5

A CIP catalogue record for this book

is available from the British Library.

All rights reserved. No part of this
publication may be reproduced,
stored in a refrieval system or
transmitted, in any form or by any
means, electronic, mechanical,
photocopying, recording or
otherwise, without the written

permission of Phaidon Press Limited.

Printed in Singapore

Frontispiece:

MARIANO ANDREU

The Mirror (detail), 1928.
Private Collection.

(Whitford and Hughes, London)

Cover illustration:

TAMARA DE LEMPICKA
Unfinished Portrait of Tadeusz
de Lempicki, detail (Plate 38)

ACKNOWLEDGEMENTS

The vast majority of important Art Deco
paintings, especially of a more
conservative and classicising kind,
remain in private hands. This book
could not have been undertaken without
much help from certain specialist
dealers, who have handled much of the
material, and have kept good records ot
it. In New York, | owe especial thanks to
Barry Friedman Ltd; in London, to

the Fine Art Society and Whitford &
Hughes. | also owe a great debt of
gratitude to my editor at Phaidon, Mark
Fletcher, who has been patient with my
vagaries, and an excellent source of
practical suggestions. Many of the
book'’s virtues (assuming it has any)

are due to him; its faults are my own

responsibility.

The publishers wish to make the
following copyright acknowledgements:
12, 89 © 1990 The Art Institute of
Chicago. All Rights Reserved; 73, 98
Scala, Florence; 48 Reproduced by kind
permission of the President and Council
of the Royal Society; 4, 42, 43 Cliché
des Musées Nationaux, Paris; The
works of Georgia O'Keeffe are
Copyright 1990 The Georgia O'Keeffe
Foundation/ARS N.Y. The works of
Balthus, Casorati, Dupas, Grigoriev,
Léger, de Lempicka, Ozenfant, Picasso,
Pimenov, and Vallotton are © DACS
1990. Those of Boutet de Monvel,
Derain, Laurencin, Lhote, Severini and
Van Dongen are © ADAGP,
Paris/DACS, London 1990.



— CONTENTS =

ACKNOWLEDGEMENTS 4

I INTRODUCTION:
THE SOURCES OF ART DECO PAINTING 7

2 CLASSICAL AND ALLEGORICAL THEMES 37
3 PORTRAITURE IN FRANCE 61
4 PORTRAITURE OUTSIDE FRANCE 73
S DEPICTION OF EVERYDAY LIFE 89
6 TRADITIONAL GENRES 115
7 ART DECO AND CUBISM 143
ARTISTS BIOGRAPHIES 153
BIBLIOGRAPHY 158
INDEX 159



1 JEAN DUPAS. The Parakeets. c. 1925. Private Collection. (Courtesy Barry Friedman)




INTRODUCTION:
THE SOURCES OF

—ART DECO

To many people, the idea of Art Deco
painting will appear almost a contradiction
in terms. The numerous books on the Art
Deco style, published since it returned to
fashion towards the end of the 1960s, give
little information about painting. Their
focus of interest is the applied arts —
furniture, ceramics, metalwork, lacquer
and so forth. Many of the room settings
illustrated in these books — either genuine
period pieces or recreations — contain only
a few framed pictures. Exceptions are the
interiors of Jacques Doucet’s spectacular
apartment in Neuilly which were shown in
L’Ilustration in May 1930. However,
Doucet’s often thickly crowded paintings
tend to be earlier in date than the furni-
ture which he commissioned from Pierre
Legrain and other leading designers of the
time. In his sitting room, for example, the
huge sofa by Marcel Coard had the Dou-
anier Rousseau’s La Charmeuse de Serpents
hanging above it. This had been painted
nearly a quarter of a century before, in
1907.

Yet the Art Deco style did extend its
influence into fields which were allied to
painting. It had a tremendous impact on
poster design, and the posters designed by
artists such as Cassandre are now con-
sidered to be summits of this particular art
form, fully equal to the posters created by
Toulouse-Lautrec during the belle époque.

PAINTING=

Art Deco was also important for book and
fashion illustration. The drawings and
prints of illustrators such as Georges Bar-
bier and Georges Lepape are rightly
admired today. It is unlikely that Art Deco
would have no impact on painting, given its
international success and its power of pene-
tration into all fields of design, and indeed,
a number of leading Art Deco illustrators,
such as Bernard Boutet de Monvel (1884—
1949), had successful parallel careers as
easel-painters. Boutet de Monvel was a
regular exhibitor in the Paris Salons of the
interwar period, showing landscapes,
portraits and nudes. Similarly, artists
now best remembered as painters, such as
Marie Laurencin (1883-1956) and Tsugu-
haru Foujita (1886-1968), were in regular
demand as poster designers.

Any definition of Art Deco painting has
to take four factors into account: style;
subject-matter; the relationship between
this kind of art and the general develop-
ment of the Modern Movement; and the
uses to which paintings were put during the
interwar period — in other words, their
social function. Not unexpectedly, the first
two categories are dependent on the third
and fourth. By analogy with Art Deco pos-
ters and through comparisons with other
objects of the genre, Art Deco paintings
might be expected to make much use of
silhouette, to be sharp-edged and rather
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restless, to favour flat bands and areas of
colour rather than elaborate chiaroscuro, to
be consciously refined and exquisite, and,
where dealing with figures, to show them in
rather mannered poses. By and large these
expectations are fulfilled, though not to the
same extent in every case.

Art Deco paintings deal with a definable
range of subject-matter: classical allegories,
portraits, genre scenes, landscapes and still
lifes. One of the immediately striking
things about this repertoire of subjects is its
traditional character. It clings to the frame-
work set up in the Renaissance and refined
and elaborated at the start of the seven-
teenth century. In fact, in terms of the
subjects chosen, the Art Deco painters
remained consistently faithful to long-
established ideas. In this area, at least, they
saw no need to innovate.

Some aspects of their style of painting
may appear rather academic, particularly in
the case of the classical allegories, which
tackle the kind of subject-matter tradition-
ally prescribed to students at the Ecole des
Beaux-Arts in Paris and at other official
academies throughout Europe, as part of
their professional training. But other
aspects seem to be dependent on the non-
academic art styles which flourished before
the First World War. In particular, there
are influences from Symbolist illustrators,
such as Aubrey Beardsley, from the Nabis
(particularly Maurice Denis and Paul
Sérusier), from the Russian designers who
dominated the first and greatest period of
Serge Diaghilev’s Ballets Russes (Leon
Bakst and Alexandre Benois), from both
Analytic and Synthetic Cubism (though
with the latter predominant) and from
Italian futurism. There also seem to be
influences from contemporary styles,

especially from the painters of the Nove-
cento Group in Italy, whose way of painting
often has a strong Art Deco flavour to it;
and from the more conservative artists
of the Neue Sachlichkeit in Germany.
These German artists are sometimes
grouped separately, and described as Magic
Realists.

It is clear from this that any painting
which is described as Art Deco is usually
thoroughly eclectic: a stylistic amalgam
which combines different and perhaps
antagonistic tendencies. The explanation is
simple. The public to which Art Deco
painting addressed itself was the same as
that served by the Art Deco designers of
furniture and other artefacts. It consisted of
two groups. There were the leisured and
moneyed private patrons, the equivalent of
preceding generations of private patrons
who had sustained and guided the visual
arts throughout the eighteenth and
nineteenth centuries. Yet there were also
important differences as wealthy buyers of
art now came from a less cultivated back-
ground and were often in possession of new
fortunes rather than old money. Equally,
they were often rootless cosmopolitans, cast
adrift by the war. On the one hand, they
were obsessed with fashion; on the other,
they were imbued with a rather nervous
conservatism. The result was a taste for the
trappings of modernity, combined with a
tendency to shy away from genuine radical-
ism. The second group possessed the power
to give official commissions but its expec-
tations were to a large extent still condi-
tioned by the official art of the pre-war
period. Yet at the same time there was also a
feeling that official art should move with the
times and absorb some, at least, of the
lessons of Modernism.
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