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For
~==CWard

he turn of
ppists @b the the century,

fast collections of cultural objects Vere accumulateq ip ethnogogphical
[uSeums throughout Europe,
civilisation camne to have a far greater understanding of the art of these
early epochs, and ratther than passing thep opf as mere barbaric fetishes

(45 was generally the case before 1900) they embraced then enthusiastically,
and began to appreciate certain of the symbolic content they contained.

s artists became more aware of the hidden properties in pri-ative carving,
some of these qualities began to re emerge to formulate a totally new
concept in Western Art,

In my opinion primative art acted as the very foundation for all of the
major art events af this century right up to the present date.

In this thesis I attempt to portray this phenomenon through the random
selection of some of the major artists who at the turn of the century

having discovered primative art, went on to establish a complete new

departure in art,
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Animal mask. Pende,
Central Congo.
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Chapter Two

Primitive infleunce on 20th century

Painting
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MAURICE DE VLAMINCK. Man with a Pipe (Le Pére Bouju).
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ANDRE DERAIN. The Painter with His Family. c. 1939
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" HENRI MATISSE. Dance. 1909.
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‘ , =Ratconld he used
to bring about g Tevolutiop

began COlleCtiHL’J from g decs

finds were not r:ecessaril;f 1
out they Dossessed

ritality and g freedon from g ademi nti i i
% cademic Conventiong that excited hig

. TP S Y1 41 An 4L o
magination, With conplete disregarg for stylistic unity he completed

) -~ T11A Moo 4D i 1 1§ > O g G
his picture !leg Demoiselleg D' Avignon which SPrang from hig delight at hig

new disoovery. There jig nuch cont:coversy Surrounding thig bainting (7%’/312')

and until Tecently it wag Supposed that Piccasso painted the whole

~
4

picture aft

M

T being &reatly impressed by his discovery of African
Sculpture., This ig Lowever untrue, for the three nudes to the left
show no such tendancies, Their abcestery lies without doubt in

berian Brouzes ang Catalan murals with which certain Bgyptian

s 54 | A
fluences have been  ssimilated, Furthermore Piccasso has stated
he started the picture he was not co scious of any
il = (=5 e 2 I

L o A A m her two faces on the right-~
Particyl ary interest in vegro irt., The othe

glance to be totally different in
SLoculd .

hang side, cen be seen at a g
barbaric sinplicity
i g regemblance to the barbaric simplicity

11 . bear strong resemblar

A (B T T 2@ ,J._u' el
Z 1 appear therefore that they were painted
“€8ro liagks, It would appe-r

cen its present
ture had already taken its pre
LLLES il

U after the rest of the pictur
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There are many aSpectg
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9 ave i'-’t" Lo
M . 2 5 Hirlgueq
piccassO. The simple blockeq out 5

the primeval terrorg of the ng‘le

of serene look of Comprehen
In more formal ways the able use of

produces an abstract aesthetic g

« The Simple bhagie
shapes created by the circle and

the Straight line, the only

1 it o Fao- I
unchanging reatures of OCeliGar s et o T :
u J Pplied wity startling apptitude,

But above el AR the zich Variety in which these elementg exist
i3 IS}

and the vitality that radiates frop Legro 4rt that brought Piccasso

a new breath of inspiration.

Piccasso differeq from the Fauveg in that he chose o apply
these elements direotly to his painting as we can see in the
'LeSI)émoiselles'- The ghoulish and sinister Dammer in which
Piccas:=o has palntedthese two heads Seems to make the already

forbid len features of their companions appear dignified and almost

e : is dominated - redge shaped nose of
gentle. The 'upper face! ig dominated by a wedge st ar

ey
g ) oo i teching spreads froo 1Ts
eilormous gize, Heavy shading with grecn hatching sy =

i it he 'face below' depends
crest almost to the Jaw. The structure of the

n which divig
sweoping curve of a monstrous snout which divides
j HCUDLIE
hadow on the side of
: iR v avy blue shadow o
terracotta coloured cheek from the heav;

: idity to its flat surface.
‘® Nose, a contrast which gives solidity to

7

tionery means the
- tlonery mea
estonishing economy and the use of revolu o
a8Tonisn 1€ Sherty
'LO llfe-
! . ace comes ©
awfy]l assyuetry of this mask-like fa

] g ! Avrd o al
{ 'Tes Demoiselle's D!'Avignor
I inting which followed the es .
Ne painting w I
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aaded t0 his discovepsey . feny op
. SLY S O
L thep Were direct

:q which the culotyp: : POstscrigy
i ; a il.Dpearax c bt

- A B WO wry he.
with & passionate fervour' b B 2ds were develr}ped
< "C_ itectu
g : Te of the
came t0 life in which Clas%‘ical W e
Ay L OI‘ 'iohs .
Were

T 1 P L7
Heads such ag the un;
PPRer ong of 4}
the Das
Jemoiselles appear j X
Yemoisel appear in Seversg] studieg about th; ;
SYOUT thig time, if jgq ;
iz ime, 1s held
mosy critics they g
by mosv critics they “erived frep Nesks from 4 1K
* the Ivory Coast,
Further the manner in whs.u pai
o N which he Palnted then strong featy
v Strong fegt 'Tes, heayy

L I e IS > £l 1
P alneg W L.l S LL oL _ura’ljvel ll.”]es (:()4 Ll (@) n e ek
n ‘1\"\ ] 1 o d Ty & t Cile
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anl violent cross hatehine 1 '
S g, are al] ch:.zraoceristics of Piccasso!s

his periog, Illustrations
(I11y rations ilo, (3 I T ey me
this reason that this stage of Piccasso'g develonment has been

described as his 'Tegro Periogd!,

To label all paintings of this period ag ‘Negro! is in fact to
oversimplify +the problem of their origins and diminish their

significancers (it has been Suggested that it would be less
tisleading to call this period 'prehistoric' or 'pre hellenistic!,
ut if the period must 12ve a label it would be more exact o use

& (il 1 e Adenplaa
term 'Proto~cubist' invented by ‘Barrt, since all these teidencies

J—i
)

consistently to the birth of the new style.

this time (1905-1906) a group of artists

In Germany about i < R SR
SCTTany Fauves came to light. Ia Germany however the
A o

6l
similar 4o those of the

i 1 ! ¢ ments
11 i ] n in France, develop
Sltuation was much less coherent thar

. hough in widely
°Ceured in greater isolation, simultaneously, though i :
wred n gres e

i i 1 Mondersohn a 1d
many & llolde PaU.l a l e
Ill ,'O:_L:: Lfe'_lflﬁa.l'y' EIﬂlle 9

Sepera-

i

ed centres.
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Kokoschka was doing 4, _ Pressive art,

g, in Dr@sde :

! Munie):

A A, i
‘CUe Kung ule:?i:-'a-reinigl.ln.-'i‘s

t'eﬁselVes Die Zlane Reiterp:
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£orin +he st - ‘
to form the style we call 'EXPI'GSSioniS-tr

The Artiato whi e o
~1€ Artists whieh Constitutag these groups ! h, "‘xnrensio-'istr
bl = 2 S 3G

lso knew of pri itive Inting
TRt ' i Palnting ang Sculpture, The creations of

. Nafihe e o AR : :
vle navive artistg Oi Afrieg ap Oceanig, Were 'discove'r'e:i' by

Ernst Luduig I{irscilue; in the cageg of the Dresden Ethnologica]
museum in 1504 as he Tecounts in hig history of the group, the
'chronik der Brucke', Unlike earlier artigtg (nemely Gaugin who
had known the sculpture of the Marquerag and Easter Island ang

perhaps of

lew 4ealand, and the Fauves figures and nagks from
Africa)the Germans, with broper thoroughness, found both Africs

and Oceania at onee in g useum, and as befitte! the nore advanced

¥

i

4 = griain S, ' . 3 Ay ..‘T.”‘. <1 J.el
State of ethnological collecting in their country, they immedigt N4

2 . T ; tvle that the
became acquainted with a range and variety of style %

French took some years to discover.

; also to their
. gt i rcumstance but ¢
Owing perhaps partly to this ci

0 ]| imitive art simply a
tistic intentione they never regarded primit T

As Emil lNolde vrote
S ¢ i d'irl ivl lalrge neasure . AS }.‘Jﬂll
Ciriosity ag Vlamineck did ir

A sing, ripe,
L ; the level of art, pleasing,
TV Wagsad ey ce 'raised up to
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Jie Brucke. It can b

@

seenr also in the subject matter chosen for their pictures anj
particulzrly in those of olde. The lronically eatitled

- 250
'Han Woman and Cat! (1912) = Illustration Ko. angd Missionary (1912)
although directl ¥y inspired by Dahomeyart and show no attempt to
€007 its formzl claracteristics, Alongside such pictures as the

Ve = A e ik . ¥ 2 A3
¢veral paintings of Masks whether from 1911 or 1920 (Tllustrations Ho./7 )

(]

Comnp o 3 ~ . 2 = 5 o
“Oposed of isolated objects hung close together as one would find
Y181 in the doccumentary cases of a museum and the still life of

4 N s aq r i A
1914 (Miystrataonti ) which contains a lew Guiney shield

nla : Ty o ; . h subjects as
’aced with other non primitive objects, appear LS J

. P 1 19 stration No.
by Pharaoh's Daughter!' 1910 (I11lu I
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Indian Dancers (1915) ..

o5 an indication 4o Ioyq. . * They serve

cund
" 8 extengiy

Tibe hig i i
1s 1ipressiong and hig

In his portray P
T Crayal of th
(%) (&] leg@nd e
-0 of Mapj .
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Lo - > S -
the wordly life of the i i
3 “€ Narlot ywho becams 4 i
(& alng {S S}'IO';"#} .
B Tl 1 . = SOWIT 10 a
setting of great simplia:te .
K PLicity againgt , backgroung of
i - 0L summgril~;
s o

1ecested a9l « =RA el |V {[EAE
SUgges e o.]_.llb alld vlag 0Se Th.e ba“.‘fli"‘j_"‘ i o
Lo ‘1108 crowd of £4 I men |
Lisherr el 1g

nted by thireercr i
ed by three expressive masks, whose G
y WA03e contorged grinaces

“ic

create the illusion of lust
; H oL i R O R e o R
e other sije of the picture

the dissolute body of the - ;
L TR DL e e o R e A
—> “iSPlayed In shrill to i
I ones of
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yellow and orange, while the bloody red hands of the g ilors react
3 Ji ne s ilors reach

towards her Nolde and indeed +he Tores S
. olde and indeed the Expressionists at laree sought
L= ‘.b. -

<o

in their art to arcuse the emotions of the spectator, As such
much of their art illustrates the hunan form in heightened emotional
states of great Joy or great sorrow expressed by laughter or trars,
the expressiveness of such emoticnal states

n, not oaly of the face, removed from its

v

natur-1ly relaxed expression, but of the enbire body, It even
RPN £ to insminate objects and the painting as a whole
fansmitted itself to inaminate objects and the painting as DRSS

bacauge these did not aj +their own sakes but were meant

LSe X b i

] i e A < r =i a0

symbolize part of the underlying intention. This symbolist was

A . ] i) al ! Tile
further emphazized by theirilchuseNos line, colour, and for

: similarilities, mostly formal, to

hile thege pain:

(5=

ings bore some

e eaa i : d eatly
P : e e xpressionist differed gr g
"€ work of the French palnters tas o :

> degyptiaca 1912 (111. mo. 22 )
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from that of the fauves, 'throués“h the yg,

Violey
o fo)) &
strokes of strong colour,

1% heayy brush

In the work of Kokosci:-ka. ang

he Symbolic

Rl ey thig Painting

: syl 17933 1 a ;

'Bride of the vang 1 14, Ko schl A

] ’ oaoscma, rather than treating the
COR Iy ~ " - . A, -

Slf‘f in a subdued :10¢C turll:ll IL]Q»L"._-'ISI‘, El‘op leS a d_m:;p and 'jwjiqous

shiage SOl i SUrpasseq 2t of the trODics, in order
ke oonvEhE &ﬁhmosphe“e Ofmy; - Splendoyy, Similarly, HMaxe
occasionally painteq hig horses 4p €Xaggerated rog to make them
appear as symbols of 4 Vigerong natural 1jpe (I11us, No.25)

If on the other hand, he Was using the Séle animgl tq Tepresent the
creature in relation t0 the rast of creaiion, he woulg choose blue
the colour of distance of the sky, of the universges itself, In his

Tower of blue horses 1912 the use of colour as g symbol and vehicle

for inner expression ig lnmediatly dicernable,
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oo 17 we have Been hoy Painting ol
e

nluenced by primitive art,
i

considerab le,

It is interesting therefore to notice that of these artists Hatisse and Picasso
energe once again to establish themselves ag the primary instigators, For Matisse

interest in sculpture was a means of indulging his romantic expression to fulfiil
his role as an artist, that is both painter ang sculptor,

lith regards Matisse's early experiments in sculpture, they are indeed by far
less irpressive than those of his paintings., For Matisse his initial interest

In sculpture, lay not in the finished work of art per se, but rather it
tnstituted a means through which he could resolve his painterly intentions,
kiveen the years 1905-10 Matisse studied the figure in every conceivable pose
and in évery medium, drawing, painting, linolium cuts and lithography aswell

% sculpture, Although he used a number of mediums for the same or similar

1%, he revealed his awareness of their seperate properties.




omes particularly evi ;

i

k notr’ible of these being
708

I
(T12ug no26) wpyo nNegresses

I
( 1lug nozg), What ig Significant

sense of the architecture of the parts,
gmewhat similar to the manner in which he painted, there ig a richness

of arabesques and rhytemic line throughout, Arabesques 5 word often used by

¥atisse, is & decorative conception. He uses it in g p attempt to escape

from mass and volume, towards movement and action ang that of course, with

rany qualifications is also true of his paintings. Even in the small sculpture
two negresses from 1908 which upon first impressions appears sedate and static
this use of the arabesques is presented in the subtle movements of the
interlocking arms.

Sinilar features in an even more exaggeziddd form can be seen in ILa Serpantine
% early as 1909 the transformation of volume into line is so modulated as to
tinvoke a volume of an entirely new order. Every inflection of the surface

8lves a key not only to a residual anatomic function but affirms an outward
lirectiond role modulating the flow and pace of the surrounding void in

i hrough the _figure.
r&‘lour anti anatomic percep'tu_al rhytems and connections thro g
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jzggxor{fzdcm 2







-

sionist tnede :
L expres ncy in Matussels '

mi SCulpture

i Ao 3 at
i D his painting which shows p,, " €hdancy not, generally
0

{ ®fully he
stional values involveq jip T Observeq thig distinct
n

Y COme {4 a clj
! p imax jn
n he experimented wjtp from
A5 1909-.1929‘

¥ s No,gzco'was excecuted ( 1909,

2 Series of
ﬂBaCks

(

selopment of the theme 5.
de

ok 11 1913-14 1is a rather more SUmmary or "By,

- ‘but there'is nc essential departurs
from the human model, if anything jtg simplified ip

& manner reflecting the

atists interest in cubism. Back 111 ast in the same year ag Back 11

contrasts strongly to Matisse's earlier works., By comparisson the third Back

shows drastic simplirications of form. The limbs have become rigid tree trurks,

ad a long tail of hair descends from the head to balance the upward thrust of the
legs, In effect it is strongly reminiscent of negro masks whereby the artist

over stated and distorted the important characteristics. In the final version
which followed after a period of fifteen years the forms have yet again been
sinplified to an exkemt rarely found in his painting.

latisse's other major effort in sculpture was the series of Jeanette 1 and 11

e direct portraits dohe from life in the freely exoressive manner of late

Bodin bronzes. However in the later heads Jeanette 111 and 1V and V HMatisse

: i ification
“rked from his imagination in a progressive processof simplif

| then into a
Into an expressionist study exagerating all the features and the

(s frobiinn 30)

- the head.
®ometric organisation of features in the mass of
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given the date ope Jumps at the affinities
ut figure remains a rather perplexing work,

There ig g notable

difference between thig Piece and the Paintings of thig time |,

Whatever primative or African things were pressed into the service of

early cubist painting found themselves being mingled with the delicate and artifical
trapings of European culture such as easle painting. This did not happen with
figure which stands alone without a context. It does not nescessarily have high
stabding as art, and its singularity(there are only two smaller things like it)
t2s meant that it is often overlooked. It may not éppear finished but on the
other hang perhaps it served all of Picasso's purposes as it was and therefore
i his eye at least was complete.Apart from these early sculptures Picasso
Produceq relatively little between the years 1910-1925.

ihen Picasso resumed sculpture it was with ¢onstruction in iron and

‘ d unprecedented
"T¢ that he chose to work this was an altogether new and wnp

type of art,




Figure 1907
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; close relgts
an to experiment wit atlonship ip
ne beg h WI'OU.g‘ht iron. Piece . 1927
o q S o q
qucepan lids, sieves boltg angic e SCrap-iron, Springs
Pick

ed out with g4
qubbish heap could mysteriously take thej discernment frop the
ir

l .
Plagce in these constructions,

. : g
yood carvings. Picasso's iron iyl
gures can be Seen to have definite emotional

atiributes, they are sinister, mysterious and even humorous. There may h
. ave
been no conscious intention to Create anything analggums to g tribal

idol or totem, but that is the effect they achieved,

In the sculpture Construction (head) 1930-31 (I1lus n032) one is again
reninded of the recurring motiff of the heart-shaped face prevalant in
African west coast carvings. Between 1930 and 1932 Picasso made at least
fifty assembleges . They vairy greatly in style but two completely original
inventions emerge to constitute prototypes for the future devolpment of the

‘ /)
art of sculpture. The first being thal of open-work sculpture, generally @‘%’0 33)

tade open for decorative purposes to display the exterior and interior

of an object simultancously. The second being that of assembleying actual

sed for his cubist reliefs

objects and raw mat-rials, th didea he already u

In the three dimensional constructionse.
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f which m arving g
I, 1argest 0 easures only eleven oy mall wooden objects
. 8 in hl‘lrr i
£ks gply BS lingering idea of the totemigt Bt il these latter
) latic made g

. au1;1qen‘l:ic than others,

B0 .
» e o oS I s

»

; no34)
i in this respect

its i
’ Scale ig gq totally disjunct o o
e
s most authentic component

is a significant
is it Pi Tom its size that the
@ 1casso was tq nake
m :
gures to the end of his ljire, y, 4y such small objects

gi 11 ut their

inspiration was generally
- sssional rather than artistic,

eanse of this renewed interest in the primitive by Picasso and Matisse,
gy of the most prominent artists in Europe and ingeeq throughout the Western
ynisphere began to adopt these new ideas and put: them into practise in their
gspective works. Perhaps the most notable of these being Brancusiiand Alberto
jacometdis

In Brancusi's wood carving we find once again links with prehistory
iith ethnology. He chooses symbolic themes which cannot be explained formally,
® is particularly fertile in images which seem to mediate between primeval
imces and metaphysical order. His ' Adam and Eve' 1921 ( Illus No.35) is ome

f the better examples, a columnar carving in which symbols of generation and

tondity are stylized into precise geometric:forms. The art of Brancusi

teonpassed the nature of materials in all its manifestations. He finished his

Wnzes and marbles to a degree of perfection rarely seen in the history of ‘ §
i hewn
“Wpture, at the same time he placed these polished shapes on roughly he

| i to attain a 118
ke Pedestals or on base's hacked out of treetrunks, 1n order to a |
and solid earth

surfaces,

Dtical fusion of disembodied 1ight reflecting
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es, and solid earth
surfac ’ boung mass. Ip HUE s
00
occasionally strove for the same degre SCulptures although he
e

of finish :
: s as in Cock
olished s ck 1724 (I11
\Jhere the P tepped Sha.pe seems tg ive £ Y ( US n036)
OIm %o the ge
perated Cocks

he more normally worke

ive roughed out ¢
: odem as in th
: f Kings 19308 Illu ;
ging © ( S10 ), were the great regal gy b

| : Shape based on the forms
ssive old wine press.
of & ma PTesS8: expressed With tremendous authority th t

S y the spirit of

. ative oriental religion, S

pri Brancusi did not create many works if one
ountd the symbols. But of the s :

o symbols he diq create, he played on them,

yaried them, and modelled the same Symbol many times as well as transposing them

into different materials. Anothe# artist who worked in a mainer similar to that

of Brancusi is the Swiss sculptor Alberto Giacometti. His first independant sculptures

reflected familiarity with the cubist sculptures of Lipchitz and Laurens

vut more implrtantly they bore strong witness to primative and prehistoric art.
Spoon Woman 1926-27 (illus no38) is a frontalized, surrealist primative

totem with a spiritual if not a stylistic affinity to the work of Brancusi.
This sculpture along with Couple 1926 (i11lus no3?)combine a powerful

plastic combination with symbolic erotic content. This frank erotic

symbolism the near abstraction of his work and his exploration

of the dream and reliance on the unconscious, brought him into close

. « t ﬁln
contact with the Surrealists and for a brief time he took par

s . : hbreas the
their exhibitions and wroteliniihcialoubLiSieeist BuoRvhbECa RS

tai d i magerys;
seemed satisfied cnce thy had found a certain style an agerys;

i i forms and symbols
Giacometti continued %o experiment, discovering new
19%2 (illus no40) which reveals the

such asg W ith her throat cut : i
s Woman wi o and his obsession with

s of his imaginatio

Violent and destructive aspect

Sexual murder.




ALBERTO GIACOMETTI. Spoon Woman (Fermme cuiller). :

1926-27. ~ Zfﬁml—%mﬁm 38
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ALBERTO GIACOMFTTI. The Couple (Man and Woman).

1926." 7/ ohrnalion 39




ALBERTO GIACOMETTL, ‘Woman with Her Throat Cut

(Femme égorgée) 1932, jﬁm;ﬁ‘zof&&m“f-o




(i11us no42) .
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(1

2) african Tribal Art

(
(5) Folk Art, Child art, Native it
(4) prehistoric Art (Neolithic Carving)

(5) Barly Greek and Estrucan art)

(6) Christain Art (Romanesque Art)

There may be still other minor influences such as Celtic Art, or Polynesian
rt, but these fall into the general pattern,

Primative Art has become so diffused with " Contemporary-Art that its

significance can often be overlooked, and its vast contribution . %o

Western Art swept aside in the mainstream of Modern Art.

This thesis was born out of my intention to pay tribute to the wealth
of tradition and culture of primative art which so impressed the leading

artists of the twentieth century that they paid it the most sincere form

of flattery, that of imitation.
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