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‘PRIMI
IN 20™ CENTURY ART

Affinity of the Tribal and the Maodern
Edited by William Rubin

Volume 1

The crucial influence of the tribal arts—especially
those of Africa and Oceania—aon modern painters and
sculptors has long been recognized. Yet surprisingly,
this book is the first comprehensive scholarly treatment
of the subject in half a century, and the first ever to
ilustrate and discuss tribal works collected by van-
guard artists, In this visually stunning and intellectually
provocative work, nineteen heavily illustrated essavs by
fifteen scholars confront complex aesthetic, art-histor-
ical, and sociological problems posed by this dramatic
chapter in the history of modern art.

The long introductory essay by William Rubin,
while defining the parameters of modemnist primitivism,
cketches the history of Western attitudes toward Primi-
tive peoples and, in particular, toward their art, raising
fundamental questions and correcting widespread
misconceptions. Succeeding background chapters by
historians of Primitive art trace the arrival and dis-
cemination of African, Oceanic, American Indian, and
Eskimo art in the West.

In 1906 tribal sculpture was “discovered’ by twen-
tieth-century artists; these objects had suddenly
become relevant because of changes in the nature of
modern art itself. The main body of the book contains a
series of essays on primitivism in the works of Cauguin,
the Fauves, Picasso, Brancusi, the CGerman Expres-
sionists, Lipchitz, Modigliani, Klee, Giacometti,
Maoore, the Surrealists, Abstract Expressionists. It con-
Judes with a discussion of primitivist contemporary
artists. including those involved in earthworks,
<hamanism, and ritual-inspired performances.

More than a thousand illustrations juxtapose o0 the
pages of these volumes specific Primitive works with
those of modernist masters, exploring their underlying
alfinities and illuminating intricate problems of influ-
ence and rapport. The tribal works illustrated include
not only a variety of masterpieces pertinent to modemn-
ist interests, but other objects vital to the history of
primitivism
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BRANCUSI

Sidney Geist

rancusis primitivism is usually thought to begin with
an African influence in a wood carving of 1913, bat
we may already discern a tendency to a more gener
alized primitivism in a series of stone carvings he
executed during 1907-08. He had rented a ground
floor studio at the end of April 1907 in order o carry out a
commission for a funerary monument in Bumania. Atter com
pleting The Praver, a modeled work, as part of that commis
sion, and then doing several heads in clay, he spent the rest
af the year carving, and indeed devoted himself almost
exclusively to this practice for the rest of his carcer!

T he stone and marble works of 1907 comprise six heads and
busts, hve being realistc portravals of children ? Four ot the
latter display a coarse facture from having been carried out
with a "point” a tool usually used tor beginning or roughing
outa carving. [t must have been toward the end of 1907 that he
made Head of @ Girl (p. 346}, labeled "Premiere pierre direcie
190 " (with the yvear missing)® It would seem that this work
was tollowed by The Kiss (p 347, probably begun near the
end of the vear and completed at the beginning of 1908 4 The
purpose of this recital is to show that once The Prayer was ou
of the way, Brancusi was occupied, during the second half of
1907, in searching for a carving stvle in a "direct” manner, that
he found it in the fresh, confident Head of a Grl
childrens heads have disappeared), and brought it to full
Artistic T‘I.‘.ii'lEﬂEll 1 N TI": Kl"\-":-
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direction atter his wvisit to the Cauguin retrospective at the
Salon d'Automne, October 6=-MNovember 15, 19067 In this
large and immensely influential exhibition he would have seen
Cauguins primitivistic carvings in stone and wood. a body of

sculpture thar cast a spell on a vounger generation of artists
that included Matisse, Picasso, and Derain. In 1907 Picasso
carved Standing Figure, wood (p 259) and “In the spring of
907" ac D -H Kahnweiler writes® Derain made Crouching
Man (p. 215), a compact design in limestone that exemplifies
the method of direct carving, or tadlle directe. which had also
been Cauguins. [The attracuion of this approach—which
avoids the copving of a model, whether mechamcally or by
eve—was precisely its directness, its implied honesty, and the
conviction that it produced a new kind of torm, one that was
essentially “stony” It was also, 1o be sure, a way ol getting
around Rodin

Brancusi, as we have seen, worked throughout most of 1907
on quite realistic carvings rendered with a coarse surlace If he
did not carch on wo the idea of direct carving as quickly as did
Picasen and Derain, it was because he was in tow to his long
and thorough academic training in sculpwure, a discipline 1o
which neither Picasso nor Derain had been subjected He
finally became aware, as | think, of the significance of taille
directe with the exhibition of Derains Crouching Man in Sep
tember 1907 at Kahnweiler's new gallery on Bue Vignon ™

The Kiss and Cronching Man resemble each other in several
ways they are of comparable size, are carved in imestone of
blocky proportions. and are symmetrical in design Both deal
with the nude figure, emphasize the hands, and contain the
The Kiss has clear
atfinities with Gauguim's primitivizing rehet, Hima and Te Fatous
p 203 which had been in the retrospective  Brancusi's La
Sagesse, 19085 which followed The Kiss, is based on a synthesis

kil el e II'1.1II1:! arms At '!E'II' SAME e

of figures by Gawguin, the Breton Err and the rather similar old

woman at the left of Where Do We Come From?»  (p 180
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images which themselves have an ancestry in a Primitive
artitact” | am suggesting here that the Primitive influence on
Brancust was no less important for coming secondhand, or for
betng in the natire of a mystique. The large and varied
retrospective of Cauguin's oeuvre, glamorized by the magic ol
his name and his Hlight 1o a supposed Eden, transtormed the

- -‘F-

Lociestantn ranousi MHead of @ Giel 1907 Stone Wherea oo un ko

Fauvist effort and assisted at the creation of two Brancusi
fgures, it also mpelled Derain, Picasso, and Brancusi to
undertake direct carving, the maost significant development in
sculpture in the frst decade of this cenury Hindsight makes
it possible to regard taille direcle—with its abandonment of the
traditional “pomnting machine” its return to immediacy of
design and execution, its engagement of the stony matiére—as
a praduct of the primitvizing impulse of the opening of the
twentieth century

While never ceasing to practice laille directe, Brancusi
developed an ever-increasing control and refinement thar
mask the directness of his approach and eliminate the primi
tivistic residues of its beginnings In 1913 he carved The First
Step i wood (p 348), initiating a long series of works in this
medium, most of which would be executed in the next ten
vears From the hirst, a new spinit s visible in the torm and
facture of the wood sculpture a return o the primitivism ol
the earliest Lalle directe stone carvings, but poverned now by
the control gained in the intervening years. Bue the influences
at work on the wood carvings do not operate at second hand

146 (EIRT

they reflect a by now long attention to the art of black Africa

Dhiscussion of the influence of this art on Brancusi has been
infrequent, African influence often being taken for granted
and just as otten ignored 1t has been repudiated by one writer
as not “important” for two reasons  because of Brancusis
“denml” of African art, and because of a resemblance between
Rumanian tolk art and African tribal art, a resemblance which
unquestionably. in her view, shifts the source of influence on
Brancusi from Africa to his native Rumania. But neither the
extent of one or the ather influence nor the date of Brancusi's
"denial” is examined ' In any case, this comparison of African
and Rumamian native arts does not face the problem ot intlu-
ence raised by specihic works of Brancusi' In the earliest
extensive examination of these jssues, by Katherine lanszky
Michaelsen? the thesis of African influence is supported by
several telling comparisons, but is exaggerated to include a
classicizing work such as Sleeping Muse on the basis of supert-
cial resemblances—what Robert Goldwater used wo call “look-
alikes” Unfortunately, Goldwater himsell has sown some con-
husion in the matter of Brancusi's Abricanism by misreading a
key document on the subject lacob El‘l‘-lrtnl‘-. 1940 memaonr, Lel
There Be Sculpture. According to Caoldwater "In 1912 [ Brancusi |
protested to Epsten against [ African | influence, and may éven
have destroved work which he thought betraved certain
Atrican traits'? But a careful reading of Epsten reveals that
Brancusis strictures against African sculpture were made not
in 1912, the date of Epstein's first visit to Brancusi's studio, but
“twenty vears later” when he visited Brancusi again ' Of this
meeting he writes, "Brancusi, some of whose early work was
influenced by African art, now declares categorically that one
must not be influenced by African [sic], and he even went so
tar as to destroy works of his that he thought had African
influence in it [sic| "' The "now” in this sentence, written atter
the visit in the early 19305, restores the actual sequence of
events: Brancusi's interest in African art, first apparent in 1913,
his reported destruction of some of his work, and his repudia-
von of African influence in the early thirtes

The whole issue of Africanism is rejected by Rumanian art
historians, who, almost to a man, are immical to the notion of
a Brancusi touched by African art—or indeed subject to any
influence except Rumanian folk art and Bodin But there 15
nn:}l;hin-g in Brancusis culture or character thar would have
caused him o shun African or other Primitive art He had
copied casts of classical works in Bucharest, and then, w
improve himselt, had gone to Pans Once there, he can be
shown to have been observant and eclectic, absorbing features
not anly from the towering Rodin, but from other contempao-
rary artists, from the many public mopuments, and from the
museums rich with objects trom diverse cultures His quick
intelligence would have led him to sense at once the impor-
tance of tribal art, whose discovery, like that of lapanese art
some fifty vears earlier. was regarded as a revelation by the
more adventurous artists If he did not submut to the direct
influence of Aftrican art until five vears orso after its discovery
it was because he had become involved in what was, for him at
||_'.|x[ & |'I_"|.'I_I|'|_|[iI_I|'I'|_“ Y .:'Irlrll (AL |‘1 D SDONE Carimgs
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standing fipure 1ts novel conception obhscures the fact that

193 (p was Brancusis hrst original free-

both title and subject—a roddling child—were Salon staples
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It exhibits a stylization more radical than that of the third,
1910, version of The Kiss ' his most abstract work to date, and
is. in fact his first venture in the direction of total formaliza-
tion, surely learned trom African sculpture Indeed, it 15
almost certain that a Bambara fgure at the Musée de I'Homme
(p 349 was jts immediate inspiration In both works the
arms. torso, and head-and-neck have axes that follow the
grain of the wood, both have hollowed-out mouths with
strongly peaked upper lips, and the heads of bath are ovendal
The Bambara figure has an unstable stance, as though caught
in an awkward instant of incipient movement, The First Step, of
course, portrays the hesitant action announced by the title
Since the Bambara figure was illustrated in a study of African
art by Marius de Zavas published in New York in 19167 we
may speculate that de Zavas became aware of the piece
because Brancus: pointed it out to lim betore he left Paris
The two men were acquainted they attended a garden party
at Edward Steichen’s place, outside of Paris, in July 19145 and
de Zayvas later sold several works by Brancusi at the Modern
Callery, New York, of which he was the directon

[ rasnwa, Fusmania

The First Step was shown in New York early in 1914 at the
Callery of the Photo-Secession, whose director, Alfred
Stieghtz, was the center of a circle that included de Favas
Upon the return of the sculpture to Paris, Brancusi destroyed
it, saving only the head—although the tworso-and-the-thighs
served as the model for Torso of a Young Man, ¢ 1917 The First
Step is thus the first known candidate for a work supposedly
destroved by Brancusi because ol its Abrican appearance
there is no evidence of any earlier work destroved tor this
reason IF The First ";I||" owes much to African uu|;1lur-:- the
debt 15 the more significant for being incurred in a work in
which Brancusi engaged a mediom new to hime it was bis hrst
step in wood carving Once this debt s acknowledped, we
must recognize that the form of the whole work and of its
companent parts achieves a technical pertection, an absoluze
elegance of design only rarely encountered in Primitive art
and certainly not in the Bambara piece. As Brancusi said much
later, when he was tired of having been compared with
prehistoric and Primitive sculptors, they did not know “how
to work with such precision up tw the end as | do now™'™

AN LI 14
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siemed and perfectly inished |:_"-;.|It1'|:-||_'h of Abrican
sture apparently had not yet come o his attention

[le First Siep presupposes a long exposure to tribal art and a
long gestation in the mind of the sculptor In 1955 he remem
bered a visit to the Matural History Museum in Vienna more
than fitty years before and, as Muensterberger noted, "imme
diately recalled some replicas of African rock-paintings and
various pieces of tribal art, African.  and Chceanic™ "The true
impact of this art,” Brancusi told Muensterberger, "ocourred in
Paris, possibly first at Apollinaire’s [or] at Matisse’s studio ™
In 19209 four yvears betore The First Step, Brancusi had met
Maodigliani, who was an enthusiast of Atrican art And he
soon made the acquaintance, as did Medigliani, of Dr Paul
Alexandre?' It is also probable that in 1912 he discussed
Alrican sculpture with lacob Epstein, an admirer of this art
since 1902, who much later assembled a large and excellent
collection During Brancusis visit to London w attend the

Allied Artists Exhibivon in July 1913 22 he would have repaid
Epsteins visit of the previous yvear, and have seen African art
with him {as well as Epstein's own work, which was influenced
Epstein’s laver denials notwithstanding, by African sculpture
It is noteworthy that the manitestation ot African influence in
The First Step, though long in coming, occurred within monthe
of the encounters with Epstein

The First 5tep was probably destroyed in 1914, since it 15 not
visible in any later photographs of the studio If this destruc-
tion was carried out because of the higures African appear
ance. how is ane w account for Litile French Girl 191418 (p
35117 For surely this work shows an even clearer Alrican
influence than the earlier one The First Step retained, fon
example, two traditional features that do not ocour in Ll
French Giirl or indeed in any later work, and whose elimination
fostered Brancusis Abricanism: the material continuity of hg-
ure and base, and large forms whose axes are not parallel to the
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wooderain (I the thighs of the destroved hgure ot The First
Step cut diagonally acress the grain ol the wood, in the later
Torso of a Youmg Man, based upon itand made from the tork of a
tree, they go along the grain | In spite of a general verticalivy,
The First Step has a slant to the right, evident especially in its
thrusting right leg This feature too will disappear, hence-
farth and for decades the carvings (with the exception of
Prodigal Son) will be, like African figures, flundamentally ver-
tcal and symmetrical

The early roughed-out stare g 349 of Lattle French Girl (ot
Brancusi's title)*? bears a general resemblance to The First Siep
In the inished work the arms have vanished. and the neck and
body have been fused in a tapered spine whose entire lengths
covered with grooves—Rrancusi's economical version of the
annulation prevalent in African sculpture In spite of its few
and unusual elements, the hgure 15 touchingly evocative of a
little girl in a short skirt, while at the same time being
nsistently African The head repeats the cranium, eve, and
nose of The First Step, and its echo of the latter's Abricanism is
prilonged by the treatment of the mouth and the serrated
hair And as William Rubin observes, the projecting ear and
the ringed neck and torso would have been Famihar to Bran-
cust from Senuto helmer masks, whose helmet tops also

15 IETET
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provide a model tor the bell-like skirt of Brancusis hgure
Indeed, Little French Girl, Rubin notes. has even more sim-
ifarities to a Boogo fertibiey doll in Prague, though it is
dowbebul that Brancusi could have seen such a doll at that time
Mo reproductions of this piece were available—and other
versions of such dolls are much less in the Brancusi spirit. The
arms ol Brancusi's figure are absent in a manner surely radical
for a Furopean work, but common to some styles from Wt
Africa and Zaire It is not simply the absence of arms that i
Atrican here—they were already tamously absent in a number
of works by Rodin—but their elimination by desun. as it were

They are not missing as a result of an actual or implied cutting

off, as in Radin; there s no proper place to which they mighe
be returned  Alsa African are the suff, round legs, pinched
imto sections ke those of the Bhogpo fertility hgure, with
simple shapes at ihe pedal extremities that permit the sculp

ture to stand without being fixed to a base The fact thae the

image of a girl coincides with the carved object (which

contains no allusion to a base ar support) allies Lettle Fremch Car

t the Bambara bpure as well and, in Fact, to a way ol
representing the human hgure that 15 pervasive in African
sculpture The hgure as an independent object standing on its

LM |l'j‘_‘-- %, At ANy 50 .'Ill' i TMagE .'Il PrEsETLe |'E-r.'ll'll.l."'-| al 54 ITEE



lates this magrc by giving up the European practice of making
the buman fAgure continuous with the setting it inhabits
Material continuity harbors an illusion: that the hgure and the
ground are different stutfs—flesh and earth, let us say Bran
cusi had already rejected this illusion in several versions of T
Kiss, a broad-bottomed, stable shape, in Little French (arl he
rejects it in a typically African manner, and will do so hence
forth with a thoroughness not always encountered in Alrican
sculpture. And while The Kiss shows the embrace, the inter
lace, of two creatures—no less an illusion than toot touching
ground—no new image made abter 1913 will contain the
illusion of two or more things in contact with each other
HL,']_'II"T'III'I? in 14944 i':l.'ll'll._l.,lxl'ﬁ ~,L|.|||_"-[|_|r'|_' :.|:'||n.'.'h ~.|1'|_u||_' OO
objects magically present in our space

[he central element of Caryatid, begun 1914 (p. 344), was
Brancusis tallest carving to that date [ts feet rest on—but are
not contineous with—the base below, thereby reathrming
the principle of figural independence manitested in Little French
Girl Like the latter work, it contains an area of repeated
grooving, a typical African feature as we have seen, which
occurs again at each side in the more usual torm of serration
At the same time, the pervasive African motif of annulation 15
present in a fattened version on the back of the sculpture In
Caryahd the African elements are absorbed into a compact
decorative-architectural image in which illustration of the
human anatomy has given way to sheer, barely allusive degigr

In 1914, Brancusi began the most “African” of his sculptures
Madame [ B (p 353) which he would not complete until
1918 The piece 15 radically abstract, standing on a single
central leg [ Although its footing is now separate from the rest
and a reconstruction, the work was originally carved in a
single block ol wood | While no element imitates any anatom-
ical feature, the whole image has a very feminine character
and stance, even apart from the "comb” at the top of the head
and the centrally placed concavity at the edge of the lower
mass As in the case of Little French Goirl 1t has no arms, nor can
we imagine where they might be attached lts obviously
Adrican air is due in great degree to the head, a cubastic vergon
of the copper-covered Honpwe reliquary figures of Cabon
p 352 trom which Brancusi adopted not only the outer
contour, but the central, vertical band and the angular projec-
tion at the top, which became his "comb” These reliquary
fipures—unlike the more familiar ones of the Kota people—
have a support that s at right angles to the head, and thus
would be read from the front, as Bubin observes, as a single
leg Madame L. B regardless of its athnities with a subject?? 15
highly conceptual in itz design "Can you imagine an African
artist using a model™” asked Brancusi in 1955 —nor did he
wse one in making this work

Il:l.u.'.r'h_:.l'\-l !.\_.||'|.{_'|_‘I 'H.|_";_|I|||_‘I VT S1LEMS ||| .I_lll-.ll I--||'|.'I_I| Iul'i l||'|I_|
Madame L K, both met the same fate as The First Step
I.|I~\..'||‘:-rll: arance of the body and retention of the head The
destruction of these works, the tampering with others, the
lingering for vears over still others are siegns that for Brancusi
the making of images affected by Adrican design was beset
".-'."‘..'1 i llr"."ll Imis | |'-|'-|_' ITTAEES ||_:1I||r_||':|- af '.||_'||;J|_'|_| WETY e
series. whereas he was able 1o devels i MAnNyY Series, some ol
them long, from the stone carvings ¢

|.|I'-r"l-:|'-l'-.‘.l'l.||'.. al -|I'.'1'!I'|||' if I'1.||||-:-:; |.r.'H.|'- i A :i'-'l
may have been atlected by a Primitive work The sculpiure is

actually a re arying: o a |.:';-:f ""l,ll""-l:'l"..l:'liI'l.lI hust of a




o

Feliguary hgare (two views) Hongwe Calbn Wood, brss, and copper, 20087 (33 om) bigh Privase collection. Pans

woman with an inclined head. completed—aor so it seemed—
in 1909 Some time later Brancusi began wo work on it again,
carving it down or simplifving 1t 27 We have noted his visit to
London in luby 1913, at that time he could have seen a stone
pestle trom MNew Cainea (p 354), recently acoquired by the
British Museum. With 15 head-and-neck arching over two
prominent breastlike forms, it would surely have drawn Bran-
cusi s attention by its resemblance to his own Pasarca Maiastra
1910 (a marble bird whose head-and-neck are curved over a
full breast), and have sugpested a stvlization for the work in
progress, which was not ]'.urcu;.u..rht B its present stake until 19416
Apart trom the large design of Prowcess X, the hand which lies
alongside itz single breast, although unique in the Brancus
oeuvre, has counterparts in African sculpture

Indecision, radical change, and recombination attend the
creation of Adam and Eve, 1916=21 (p 355}, a tall structure
composed of carved upper and lower parts, with a large block
of wood between them. This massive shape accomplishes the
miracle of integrating the other two, lashioned i clearly
difterent styles. And indeed they were made at ditferent times
and surely on themes unrelated o the original couple Having
made a wedding of these forms, Brancusi would expatiate on
the seductiveness of Eve and the responsibilities of Adam Toa
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reporter who interviewed him in 1926, he explained the
symbolic significance of several formal features of the For
(p 355)%—an exegesis uniquely detailed among his utter-
ances, and as fancitul as other of his explanations

For who was Eve betore being linked w Adam? In a pho
wgraph of 1916 (p. 355) we see her in her debut, a tinished
soul prure standing, like Madame L R and the later Socrates; on
a sgle leg Formally, the work is Atrican from domed head 1o
Hlangelike oot and absent arms  Graphically, it shows a
woman of Atrican descent the full lips are just like those on
the marble head of 1920 which Brancusi will call White Megress
Thus, a black woman with emphatic lips (mouth | and exposed
breasts Such a literal reading cannot accept a single leg the
long cylinder must be a compressed or sheathed version of the
hips and (twao) legs | am supposing, of course, that Ere started
her career as a sculpture of a black mghtclub singer, and that
she changed her identity in order 1o join Adam, giving up her
supporting cylinder and the lower curve of her breasis. Itis oo
much to think that the prunimg of these elements could conter
on the remaimng parts an Edemc symbolism  This was surely
a rationalization after the tact, on a par with the fairy tale
Brancusi ivented to explain his Pasarea Maistra, and the
revision of Creck myth offered in explanation of his Leda. Yetn
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imer i the African manner st as it was neting |.|Il._|'|l|| him paimiers of I|'-|; -";:'l',' rart of the century and a friend of
tor conceive of Fve as black Hrancusi |'-|||'-i:--|'|-_:_:_ a memaoir in which she stated that she had
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erration below are all distmctly Ateican. At the same time th he was close vo Brancusi. comtains a motit similar to End
irmaee calls to mind | PsieIms i stffonrer 1491 B4l which alarmn rUnnine the lepoth of the prCre ingd that ity 0] o
Bramcust must have known While Adam amd | il ot of there validates the 1904 date for a T [his anahysis
the other works in wood are redolent of the modes and motits labors under vwo dithoulties |he hrst s chauvinst thie
it Adrican sculpiure, they also demonstrate the sophistcation reluctance o admit any non-Eumanian influence on Brancus
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him approaching it in the tew vears before this date Neither

;
the Column nor any other vwood carving appears i |‘-'-|'|-'-

(L] '.||'-h- it Brancusis studio betore 1994, nor does the studio
i the e |'-|'|- itographs alf 190 look as of it could harboo
bevond camera vie

W, portions of fre trunks and a waork of

the abstraction of Birdies lemn, Let us recall that 1909-10 js
the period of lorse, Woman Looking ralo Werror Diromess B
hanrd v Marcesus, and The Kiss Montparnasse eme
ory presentational carvings n stone and marble that
mak T sible to imagne a CONMLEMPOraneous Endls
| i i wood Tnoshort, Mime Seorcks statement is unacce &l
| bt not mexplicable W it almost sixey vears. alter
hrsk i tor Brancusts studio. she deseribed | Ccontainmg
1 owork which appeared inoits hirst version six ovears later In
1h g her memories of difberent visite and possibly dil
ferent studios. she s like other memorialists of Branousis early
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years who attribute to the studio on Rue de Montparnasse the
contents of the studios i the Impasse Ronsin. often
reference to photographs of the latter
| ‘|- e ANE WE DD ACCOUnT ror I|‘.| matit in _"'.|||-_i_ 'r:||.'|l‘!- [T

trait? Early im 1968, in answer to my reouest-bor any knoswledge
i the Alexandre bamily concerning the I.I':"'\-.r!" | received a
letter from Georges Brefort with information supplhied by his
Alexandre, herselt unable t

It 15 very probable that, to

mother the daugheer of [y

m.
write. According to Mme Bretort

[ At ||:|_ -.-e;r||:.|| |1.||:|_| ||':-| the mott on it "‘-'--..":-_.'|I|I'- Wwias

'r|-|'|'|{'|_| by a hanging or drape of Moroccan or Abrican origin
which was in the howuse where e Alesandre was lvinge ae th
time when Modighani did his portrait 1t s not surprising that
Slodieliam was !l|r_'.----:_:_‘: I this hanging Wi know that be wias
ble that he ok
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desire to gt th panriting this harmony and his taste o I xl.'ll'|l|ll".-.; Fadipss Colimn Several writers 'rl'\.'.-|_||_ ce the top
Arican art e have not been able w bed the orieinal ol the same |1|-:-'.|||:_-.|| Pate porst, an unlikehy source hluch

hanging, but my mother is quite convinced that it was not a  closer to the character of the Colunin is a small work in marble

rmatter of the artist's invention, bur of a haneme which aco by Bramncusi the baze ot Mastra, 1592 clearly serraved. and
ally existed very possibly suggested by the hanging in the Alexandre
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.
the pamnting, from visits tothe Alexandrees, or trom both The rranslate the metl o wood o few vears later he intended it to
5

motit in the hanging may therefore, well be the germ of  serve a5 a base Thus a e6-nch example of 1915, carved anly
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“[Brancusi] savs the column does not need a base all it is put
torever in a special place, supporting a speaal thing %1 the
1918 Column began as a base, it became a sculpture by a pro
gressive act of imagination It entered the state of soculpture
definitively in 1927 when Brancusi removed the mortise by
which it was held in a stone block, and conferred on it that
tormal independence which is a charactenistic of his other
sculpture. The piece had gone beyond its origins as a base
beyond the repetitive-decorative, and at 80 inches became a
metaphor for the presence of man

The 20-foot Endless Column, set up in 1920 in Edward
Steichen’s garden in Voulangis, was carved in a treetrunk
taken from the garden, it s an emblem of human con
sciousness in the midst of nature The 96-foot cast-iron Cal
wmn, 1938, in Tingu J, 15 sometimes claimed 1o have a
funerary function which reinforces its (supposed ) derivation
from old Rumanian funerary columns But the whole emplace
ment at Tirgu lw—not its parts—is funerary Since the Column
in its several previous versions—those of 1915, 1918, 1920—
had never carried intimations of funerary use or meaning, the
situation at Tirgu liu was one where a Column of no pre
viously funerary significance joined a Table and a Gate
equally devoid of a unereal past, in a monument to those who
had died defending the River lio in World War | In this
context the great height of the piece and its setting, a large
open space, evoke the symbolism of the axis mundi The
Columin is here a pulsating link between heaven and earth, it
transcends the more usual earthbound monument even as the
motif itsell goes bevond its origins in folk or tribal art

That motif—in spite of its compressed, symmetrical state
in the Colums—is one of serration or dentation, and it is
quintessentially African, appearing in many torms and with
varying intensity of repetition in the wood carving of many
tribal peoples. Brancusi emplovs it in a later work in wood thar
is niat atherwise "African'— [he Cock 1924 and its bronze and
monumental plaster versions. In this work serration has, for
the hirst time, an expressive rather than a decorative lunction
telling us of the simultaneous stretching and crowing of the
barnyard creature The Cock in bronze and its serrated stone
base entorce a subtle shilt in esthess as the apprehension of
the motil as decoration is tollowed by—or overlaid with
that of the motil as meaning

In sum, serration, with its African flavor, is present in the
bases of at least ten works, most of them Birds, but including
Exolic Plant and Primcess X. It appears in a less insistent form in
the large bases of seven versions of Bird m Space, and in the
bases of works as various as Chimera (p 360), Sleeping Child. The
Kiss, and Fish. Among design elements that are distinguishable
in Brancusi, serration is surely the most pervasive, serving
atten in the counterpoint of base and sculpture, of angularity
below and Auent curvature above The cumulative effect ol
the motif was apparent in the Art Institute of Chicagao’s
installation of the Brancusi retrospective, 1970, where a plat
torm holding several sculptures created the impresaon of an
African throne-room

Long after Brancusi inveighed against the African influence
to Epstein, he emploved serration several times and to new
purpose n Kmg ol Kimgs, late 1930s (p 361 The tall columnar
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hgure seems 10 be crowned with a circular dentation; in the
middle of the sculpture a group of ridges is ranged ver
tically—Ilike a washboard on its side—while on an adjacent
plane a similar group of ridges has the more customary
horizontal orientation; and the motif may even be said to take
another form in the screwlike design near the battom: This
exhaustive use of the r:'|nt:‘:,i teatures of serration .'Ir'll.j l._‘|.|._'l'|l;.'|

ton, as well as marked segmentation, mmparts an African
character to King of Kings Less abstract than this work is the
larger than life-size ( |Jr_'|-'rl|h:|| early 19405 an imposing, much
simplified version of a theme essaved in 1915, Thas last carving:
of Brancusis to show Alrican influence does so i its ver-
ticality, svmmetry, and the formal distinction of its parts, in
the repeated grooving at the throat, in the unitary, bulging

torsey, in the “hent-knee” stance, and in the separated legs
each terminating in a foot (or footing ) so deep as to permit the
tall work to stand sately without need of attachment to a base

This long catalog of Brancusi's sculpture showing African
elements calls for an examination of his claim, reported by
Epstein, that he had destroved some works that betraved
Alrican mHuence We can bnd evidence of only three such
destroved works: The First Step and the second versions of both
Little Fremch Gurl and Madame L B In all three cases the head
alone was preserved  In the two latter cases, the first versions
were kept entire, still exist, and have been shown here to be
strongly influenced by African sculpture | suspect that the
second versions were suppressed because they made no
mmprovement or worthwhile variation on the hirst, not because
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markedly African initial versions af Little French Girl and
Madiome L K immediately afver The Fiest Step, | nowe think this
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imperious | his concern leads him to say, in a conversation in
Bucharest m 1939 "] have eliminated holes which cause
shadows 7 The wood sculpure, with its sharp changes of
plane, had especially strong inner shadows, the material itsel
being dark Secondly Brancusi's great pride rebelled against
the debt he surely felt toward Abrican soulpture. This was not
the first time he had reacted in this way to a powertul influ
ence Atter his briet. early Rodiman phase, he had, hike other
bald sculptors of his generation, turned against the master of
Meudon, indeed his espousal of direct carving permitted
Brancusi to make what seemed like a clean break trom Bodins
influence Decades later in 1952 came his stateinent lor the
catalog of the exhibiion "Hommage & Rodin,” in which he
admitted the great debt of modern sculpture w the French
master IF Brancusi found it necessary to repudiate African art
in the early 19305, he will speak ot it later in the warmest
terms His denunciations were heuristic, they helped him o
pursue a new line of thought Long atter that pursuit was
accomplished, he had the good sense wo recam

Apart trom what we deduce from his soulpture, Branousi s own
statements reveal much about his view ot African are And
important as his remarks to lacob Epstein may be, thev should
not be taken in isolation, as we have already seen

In July 1923, The Arts published an article on Brancusi over
the sipgnatre MM | although based on several discussions
with the sculptor in Paris, the article did not claim to be a
verbatim report, but a reconstruction of “many conversa
tions” We read "Christian primitives and Megro savages
proceed by taith and instinct; the modern artist proceeds by
instinct guided by reason "% Thede statements seem trustwor
thy since they are consonant with other knowledge of Bran
cusi, especially his claim that Primitive artists were not able wo
work with “precision up to the end” as he was able 1o

When he came to Mew York early in 1926 on the occasion
of a small exhibition at the Wildenstein Galleries, William
Zorach met him and wrote an informative article, also pub-
lished in The Arts, in which he 1ok tor granted Brancusi's
interest in African art * Dorothy Dudley, writing in The Dial,
February 1927, took the same point of view—"Brancusi likes
Megro art’—and quoted him directly as saving, "There is joy
in Megro sculprure” Her interesting account repeatedly
quotes the sculpror—who came to Mew York a second time in
1926 tor an important exhibition at the Brummer Callery
and even touches on the matter of his Rumanian background,
bur the remark 15 Dudley's, not Brancusis*' [wo vears lacer
Benjamin Fondane, a friend and fellow Rumanian whose por
trait Brancusi drew wrote "} {e recognizes his brothers only in
the primitives, the artists of the Gothic, and the blacks ™!
Within two VEATS Wi WITNEsS I O rl‘:'|'|'r|1_'1r_' reversal in Brancusis
teelings, the inner force af African are that had first attracted
him now seemed a danger To Epstein he said that its influence
"-hl.ll.l:ILI |.'H |'|'|'II|I\,,II_'|,,‘|_ jE R ||I_|1-|_'I'~. |"|-;_' h|‘l| |'|.;|__- ot -I;,I_I_'If'llllllll_ r-:.-rl_-;_'-a. £l
As far as we can tell Brancusi maintained this actitude tor the
MEXE PweEnty years

Probably in the early 19505 Brancusi declares "Oinly the
Africans and the Bumanians know how to carve wood ™
[hus, betore he reacknowledges the importance of African
art, he links it with another tradition, but, as we see, at the
level of cralt “how to carve wood ™ At the same tme, the
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literature records no other mention of Bumanian folk art by
except lor his criticism ol contemporary l.':=:.ll'1|'-|l.'-
expressed 10 Conversation with triends in Bumania** For th
twa parties in his statement are ditferent and unequal on the

nherited a
tv with and love of wood as a medium. and on the

e hand his native traditon. from which he

ather the tribal aris, which in their form and spirit revealed a

e Lnrverse o artisie |"I"-'-=|"|||"'.'

In 1955 Werner Muensterberger visited Brancusi, whao

already had a copy of ".||||"'|xI:|"|:!‘:-|'I;!|'rx recent book on tribal

art |n their conversations on the subject, Brancusi used the

terer " ik a word he repeated sev
i3

ration Lo Artisiic vision

eral tmes with reference to tribal art Cioing bevond this

avorwal he remarked. "l is like the air vou breathe or the rays

ol the sun but vou cannot do

| |'.|,'u' '.-.|||.L|-. -|'n|L-: A I|'||: n:l'.|,| il |'i1.||'

.'5:-'” lorget ||'l."- dare |.|'":Il.

without them ™
cusds lite. give the impression of a i « I"“FII"-“.!\' al ease in
the universe of Alvican art as :'1|..||;_-|-. ir1 a natiral medim for
the flowering of his *_h-:.u;_-'hr_ Adter the trank Mricamizing of
his frst wood carvines it is an essential abstractness that is
.|'.-.'.|L-:'| Tt BIa] Fim |1". tr||'-.:_!- art Pl viET again, alter The Eirst S [
1913, will Brancusis '-'-III[III.II!' admt the nuanced modeling
that is one of the charms ol ||,|r-:-|-.|_-_||-. realism His evers
personal lantasy, as well as his use of the partial hgure—the
legacy of Rodin

| he result is

will undergn the pressure ol the formal

the mew ||"'\-|-II WE FECOENITE n Hrancusi-

|_1IIZ|I_|I_|1\_'. o the sion of a local CONTEMpOTary humanism

with an ancient. other hieratic rigon
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ERMAN
EXPRESSIONISM

Donald E Gordon

ver the past half-century art historians have
interpreted the relationship between Cerman
Expressionism and tribal art in a variety of
wavs! Bobert Coldwater remarked that what
fascinated Cerman Expressionists about Primi-
tive art was its power and immediacy’, the Expressionists
response was dircct and emotive, unlike that of Gauguin and
the Fauves, which had been more romantic and idealized
These were important observations, vet it 1s unforunate that
Caoldwater chose to define the Cerman attitude by the phrase
‘emotional primitivism ™ For the word "emotional” often
carries with it connotations of anti-intellectualism or irra-
tonality There is an implication that Expressionists were
atavistic, that they uncritically identified with—or somehow
even reverted to—the earlier art of folk or ribe By 1968
L [} Ettlinger could even argue, beyvand Coldwater, that a
leading Expressionist responded not to the Primitive image
but to the exotic idea "He came to his admiration not through
an aesthetic experience, but through his reading ™
Coldwaters viewpoint has become entrenched in recent
vears In 1979 Expressionists were said to seek a “regression” to
states of preadult innocence or prebuman animality® And in
1983 the “essence of Expressionism” was attributed o “the
beliet that there exists a content bevond convention_ a reality
beyond representation—in short a Nature opposed to
Culture” MNeedless to add, since all language is cultural and
since “Expressionism denies its own status as a language” the
alleged Cerman beliel in unmediated nature s delusional
Mevertheless, there have been critics who took a contrary
view of the notion that Expressionist primitivism was uni-
tormly emotional, regressive, and nature-based As early as

1920, for example, a friend of Freud pointed out thar Expres
sionist regression was but a reculer pour mienx saufer, a tacrical
withdrawal the better to advance According to Oskar Phster,
regress was but a “stage ol transiton o turther progress
"Fvery step on the road to progress is possible anly through
the detour of such a regression™® And in 1947 Custay
Hartlaub distingnshed between a "primary” and a "secondary
Expressionism wherebhy only the former was unconscious
locally determimed, and trulby “primitive” Medieval mvstics or
tribal sculptors were primary "primitives” in this sense, but
Cerman Expressionists were of the secondary type, that 15,
[t fol
lows that in studying archaic or tribal art the modern Cermans

“consciously primitive” or primitivizing by choice

were Choosing a cultural language—a primitivizing language
but a language nonetheless

Furthermore, there s evidence that Expressionist primi
tivism was acsthetically meamingful as well as culturally ori
ented By 1964 historians of modern art and of tribal art could
actively collaborate in the search tor formal relationships. In
their exhibition “The Primordial and the Modern” for exam
ple, Leopold Reidemeister and Kurt Knieger demaonstrated the
form-relation” between the two kinds of art ® And in 1972 in
the Mumch exhibition “World Coltures and Modern Art” it
was conclusively demonstrated. | believe, that the Brucke's
response to tribal art was “analyvtic” as well a2 “emotional” As
Mantred Schneckenburger put it in the catalog to that show
It would be wrong to reduce their reception of primitive art to
loday

wies mist conhrm S |'1I'-r'-. |‘.l'|1|'ll!'.'r.:':" 5 11I1|.‘|III',' |.|'I-I| PTImIssm

a kind of mvsticism, without understanding of form

affected Expressionism in tivo wavs both as life idea and as
art 1dea
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4%« B0 cm| Eunstammbng Mosdrbein. Weatalen, Disseldod

The difterence between Expressiomsm in Germany and
Austria lies, in fact, in the inability of Austrians to idennify, as
did the Cermans, with a primitivizing ideal Thus Oskar
Kokoschka responded to tribal art in 1908 by admitting its
emotional immediacy but by insisting on its divergence from
Viennese culture

I immediately understond ] a Polynesian mask with its incised tatsoo
ing because | could feel mv own facial merves rea LingE 0o cold
and humger in the same wav For all mwe sempathsy: with primitive art

however | it would not have occurred to me to imitate it | was nota
savage | would have had to live like them for my imitation to be
genuing And | had st as much feeling for fosils, stuffed animals.
metearites, or any domments of a time which s lost forever '™

In Ciermany, by contrast, Expressionists discovered in them
sebves a kinship with agrarian peoples [t was easy to idealize
such peoples around 1910-11, during Cermany's rapid urban.
ization, or again around 1919=20 alter a dehumanizing, mech.
anized war In oty studios artists re-created the imagined
environment of tribal lite. And in the countryside the life style
of peasants was appreciated tor its own sake. Some artists even
‘went native’ during summer vacations, living in the nude
with their models and practicing a sexual camaraderie that
paraphrascd—so they thought—the supposed instinctual
treedom of tribal lite !

As with lite styvle, so with art style Cerman artists emulated
Primitive example The prototypes ranged from the flat and
stlhouettelike painted reliets of Palau w the powertul, three-
dimensional forms of Cameroon sculpture There 15 a hardy

[k angular in shape, peo-
metric in detail, stubby in proportion

o much Expressionist art
E|‘|:|I [ 13 |_|r|||'|11||n..:||1|:_
without the Primitive precedent Vitalism was also important
|".'-:"\. maths breases j_'l_'l:lll.lll.: were all green EXPressive
proamineénce | YiEn AN I1_'_:1-"-h|_ 'h-q_' | EA el e [ T L T .||'|_‘| r:;-_'l_:':-;_
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seem packed with energy These are all Cerman derivations
from tribal art. One must provisionally assume that at least
some specific Expressionist works derive directly from identi
fiable tribal sources. Dlemonstration of such derivations, how
ever, has proved difficult Reidemeister in 1964 and
Schneckenburger in 1972 each brought together some five or
six dozen works of German Expressionist and tribal art in
impressive shows displaying formal similarivies. And in a few
cases, to be sure, exact comparison revealed the influence of
a specific Primitive object on an Expressionist work Six or
seven such comparisons, including several documented by
the Nolde scholar Martin Lirban, will be illustrated once agamn
in this study'?

Yet most of the comparisons put torward in these shows
were inexact or unconvincing | his was mainly because the
actual availability of a given Primitive object to the German
artist before 1910, or even 1920, went unexamined. Cne
abiding problem s that holdings of Cerman ethnographic
muuseums were decimated during World War ll, as many public
collections of Expressiomist art had been a tew vears before. A
surprising number of such objects, however, have survived in
reproduction, and the majority of the works themselves are
still extant Studying illustrations of lost objects along with
the surviving ones can shed signihicant light on the process by
which Exprescionists utilized Primitive sources. Furthermore
when such comparisons are made, the likelihood ot selective
or eclectic borrowing must be investigated Did an Expres
stomst work take its inspiration from two or more Primitive
maodels? Did it respond selectively to a distinctive feature, bat
not all features, of its precedent? These are the kinds of issues
unexamined in the literature, that will be explored in this
essay

I his Discosrse on the Oragin of Ineguality, Jean-lacques Rousseau
saw Primitive man as prerational His view of evolution
required what Claude Lévi-Strauss has called a "threefold
passage from nature to culture, from feclings to knowledge,
and from animality to humanity!? Yet this gap did not prevent
Rousseau in old age, on one or two bnet occasions, trom
expericncing a transcendent empathy with the preculwral
statc | feel ecstasies, inexpressible ravishings” he wrote, "o
melt myself as it were, into the svestem of beings, w identity
myself with all of nature "

In German-speaking lands a century later, Ferdinand Ton-
nies established a distinction between natural “community
and more advanced capitalist “society’ Community or
Gemeinschaft was the “folk’s” mode of social organization, based
on tamilial teelings of love, kinship, and neighborhood
whereas the “educated classes” preferred a society on
Gesellschaft based instead on individualism and
commodity values "Organic” community grew from a con

COntracts
sensus of "natural wills”, "mechanical” society yielded objec-
7 Tonnies’ conceprs dehne
I'he Primitive

tive ties between “rational wills
what Lévi-Strauss calls "culwiral discontinuiry
community evinces a need lor wholeness, a respect tor nature
and a rejection of historical time, but 1+ meanwhile subject
exploitation by more competitive colonial societies '

In the Fxpressionist generation, Georg Simmel wrote maost
eloquenthy on the ills of the depersonalized modern city Even

W hat
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appears in the metropolitan style of like . as dissociation is in
reality only one of its elemental torms of socalization”, "under
certain circumstances, one nowhere feels as lonely and lost as
in the metropolitan crowd ™7 Nevertheless, Simmel
msisted—contrary to Tonmes—that art anises at the
crossroads of nature and culture  [ndeed, Tonnies had dis-
cussed creativity and genius under the heading of the com-
mon people’s “natural will", art allegedly arose in feelings,
feminine” values, and in community ' Yet Simmel observed
that art-making required not only raw “life” (nature) but also
artistic "form” [culture
precisely on the struggle between the two

.[.l'lt," ETEs N modern ‘I.'I.II1.I.IH.' I't"-.'L'l'.l.

Whenever lite expresses itself, it desires to express only itsell, thus i
breaks through any form which would be superimposed on it Ty
sovme other reality Tadav] the bridge between the past and the
Futuire ol -:_l.:||l.|.|.r.|1 IO Lems [0 I"ll.' |.‘|.1.'I'|'|l:||.I=~]'|l::l'.‘|I We EATC Nt an
abwss of unformed life bencath our feet, But perhaps this formlessness
is itselt the appropriate form for contemporary lite '™

Following Tonnies, in sum, Expressionists such as Molde saw
art in relation to the prerational folk community, to the
instincts and feelings of natural life, indeed to what Rousseau
knew as the "primitive” state of nature *® Yet most German
artists also knew with Simmel_that art was a cultural product
In industrial society painting and sculpture could only eooke a
state of nature. it could never return to it fully

YWhen the Briicke (Bridge) group was tormed in Dresden on
hune 7 1905, it took the name Kunctiergruppe (artists group),
rejecting the more lolkish title of Genamschalt (community ) 2!
And when the Bricke Program of autumn 1906 called for
“vouth” to oppose "the well-established older forces” it
referred not to the vouthtul innocence of Tonmes natural
community=? but rather to vouth's “glorious power” as cham-
pioned in 1898 on behall of the sophisticated Vienna Seces-
sion #* Even the styvle of the woodcut Program, with elegant
letters carved between ruled lines, evokes an image not of
nature but of advanced culture 24

What is new in the Briicke Program, however, is its con-
cluding invitation o every artist “who renders with imme-
diacy and authenticity that which drives him to creation " The
stress on immediacy and authenticity” hke Simmel's empha-
sis on raw lite,” reflects that Dionysian or vitalist impulse in art
that had earlier been advocated by Friedrich MNietzeche and
Walt Whitman Among the Brickes founders, Erich Heckel
and Karl Schmide-Rottlulf had been reading Mietzsche for
several vears 25 while Whitman was Ernst Ludwipg Kirchner's
tavorite author 29

The Dionysian impulse was not tied to a truly natural or
primitive kind of sexuality, however, until certamn works of
1909 In Corl snder lapanese Umbrella, tor example, Kirchner
poses a seductive nude against a studio screen Alled with erotic
incident Here, and in the background of Heckel’s contempo-
rary Corl with Rose *7 the screen depicts among other nudes a
bending woman upper left exposing her buttocks and, to the
rIj.!l'I[ a male hgure with an erection. With these 1909 parnt
ings the Bricke artisis convert the Program's vagpue call for
immediacy into explicitly erotic subject matter

The causes tor the new eroticism are several Literary
precedents plaved 3 role certainly The Dresdencrs miosi
likely knew Mietzsche's attribution of art's “genesis’ to the
relation between the mind's idea of "beauty” and the body's

Ermst Ludwig Kinchner Bathers g Beorm 1909 repasnted 1920 Chilion cenvas, 5904 5
FREOIE1 & 198 cm) Saarlard- Museun, Saarbrecken

Samy and Ml cim Diresden Souclio "1'||'\'I|'|p1'.|!,'lh b Eerrse II.|I5'H.'I|.: Beirchimser 151D
fl'll'\.l"l‘-".' I ‘Iu'l""'\- I;l-l'|“||'l|.'!'| -J'-I'J R.l"'"ull'h NI'\I'I'I:" H.I.'I".' L&}

experience of “sexzality” "Everything perfect and beautiful
works as an unconscious reminder of  this aphrodisiac
bliss ~ The demand for art and beauty is an indirect demand
tor the ecstasies of sexuality communicated to the brain ™"
Equally likely is the precedent of Whitman

Llrge and urge and urge

.-'l.l'u.-.n_."\. ihe proCTeant urge of I|u' wirld

Chit of the dimness CHpHasEEe |.'|'|l.||.'||- pdvance, alwavs substance and
mcrease, always sex,

Abways a knit of identity, always distinction, always a breed of life *9

In addition, it is possible that the arrangement of nude hpures
on the screen could derive trom the poses ot bathers at the
Moritzburger Lakes from the 1909 summer as recalled by
Kl!l_‘llr‘l{_’r Iri hl'\-\. CILNF l-“_l{ill::l il _l|||,|_1|:,||tr| ||'|.1| lel_ |'|r'|-q_'r LT ||'I‘-\.'\- |‘I'||I'|1
19049 or PSDS—]0 1l|ql|_'-q_'|,‘| |_‘||;'|‘lr|._'l, r1|.h|||_' I|,r'||,| ||;:I'|1.ﬂl;, 1'|'|I-:_l|.'*~ n
sexually sugpestive poses, most crudely in a ceramic tile Lore
Sceme in which lovers physically arouse one another *! Finally
there is also, most probably, a tribal art precedent tor the
screcn ts frieze of hgures and its phallic erection resemble
those typilving Falau hiowse beams p A7 3 |—a source I OT

FRALAN EXPRE



Erich Heckel el smth Prineappde 1900 ©2il nn canvas. 10% 2 3795 (B0 % 70 om

W hereahaiers enknown

tant for the Brucke atter the spring of 1910 but undoubted|y
seen earlier

Mevertheless, Kirchner and Heckel took extraordinary
steps o limit the primitivizing implications of such a source
For their very nitles stress the “lapanese umbrella” and the
rose —emblems of 3 modern sensibility The backeround
screen shows raw “life” but the foreeround nudes hold
attributes of civilization Where crude sex is suggested above
Wi |||'||_1 h:_'h (o I,|"||._' '|‘:-;|5.:|x|,|'| o |‘|Ig|"| ‘|\|*-.|‘||-:-t'| (514 I:|‘||:_‘ 1|4'|'u.'l;|' ol
romantic love Dlespite ditferences. both paintings evoke the
Brinckes ambivalent lite siyle
raw with the sophisticated. the natwral with the cultured

['he pattern is confirmed in a group of works set in
Karchner's Diresden studio from the winter of 1909-10 on
[ he carliest of these, Bathers o Room from late 1909 (p. 371
depicts gracefu! and arttully posed "bathers” in a stark and
colorhully "primitive

a stvle which confronts the

interior [ he nudes resemble those of
Matisse's 1906 foy of Life. They stand, recline, eat, or arrange
their hair, all the while evoking a serene and dvllic arcadia ¥
The interior, however evokes the appearance of a space in a
tribal house: Tall hpures in black silhouette adorn the doar
jambs o ane side reom while a par of boldly painted curtams
protect the entrance o another The curtains have geametri
designs Each feld was bright vellow was framed in shapes of
black. and contamed green and black roundels depicting a
seated kimg below and coupling lovers above  The bedroom
withm, apparently quite small, was alse hung with painted
wall-drapes in the course of 1910, drapes once agam depicting
couples makimg love—if now, more scenically, under tropical
Later in the course ot 1911, the black-lramed mirror o

the |I.:|l| il Pl bee

in a Komr was Hanked by a pair 0f meter

an which were himally set Kirchners own wood

':1::- h I A

sculptures

Among the kirchner masterpieces of 1910 that make use of
these pseudotribal curtains and drapes. the most revealing is
the well-known Standing Nude with Hat, in Frankfurt ** For
after we strip away the identities of this nude as Cranachs 1532
Verug and as Karchner's girltniend, the dancer Diorns ("Dledo
Cirohse, the image still stands as an wcon of high civilization
From the Cranach prototype the Standmg Nude takes its sin
uous pose and fashionable necklace—augmented now by
carrings and wrist band—while the pink shppers identity
Dodo’s calling. Yet the large hat and shaved pubic hair under
line the model's sophistication: She is in fashion publicly and
privately alike. The wedge-shaped triangle forces a focus on
the pubes—as did Cranach’s transparent cloth—and ends by
stressing 1|'I|:' rehinement of 1]1|:_' WOHTAN § S | |1I|'-. I:|‘|I|' j_'l'il.l_-q_'rn'l
nude undercuts its background of stark shapes and brutish
q_'mlpl!n;._h. By opposing the Primitive with the elegant
Kirchner once again confronts nature with culmre

Heckel, oo, utilized such contrast, but more subtly In his
1910 il wpith Pineapple we see a reprise of Kirchner’s theme a
gracetul nude betore a Primitive backdrop  But, below, Heckel
also pairs a kneeling girl with a wooden stonl Kirchner had
carved atter a Cameroon model * [ he girl's smile mimics that
of the stools animal support, while the pincapple evokes
nature {as tropical staple i and cultre (as Buropean delicacy ) at
I'hus Heckel sottens Kirchner's antithesis - | he modizh
and the exotc are related, not opposed

[ here are indeed two difterent ideas at work within the

Ace

Briicke which natwrally led wo vwo ditferent approaches o the
Pramitive nature against culture and nawre as culture The
latter idea was essentially Gawpunn's, whose work was shown
in Diresden in September 1910 As a Furopean in Polynesia
Caauguin had emploved native themes within the context of a
high-art style In a similar manner, Heckel wses an amimal
Iricze with Primitive ornament as setting for the colorful but
sexually provocative Nude [ Dirssden | *7 Even Kirchner adopred
Heckels imageryv—and Heckels animal frieze—in several
1910 paintimgs * Here Cerman ;:;lr|=. appLar as  primitive  as
their backdrops

Yer it was another Briicke artist
joined the group in 19406 but had moved to Berlin in 1908, who

ax Pechstein, who had
|:'|-|,':\.| |:II_]'.]| on ':.r.|,|_1g|,||||'-. plq_'l_q_'l_|-;_'|'|| Im i el |_-:-|||I '|'.'||-.:-|_:||.I.II
entitled Semaliland Davce Pechstein worked with black rather
than white models, vet he depicied them not in a tribal
situation but in the urban milicu of the cabaret stage * Thus
the image 15 both “primitive” and contemporary. Iribal dance
rhvithms and tribal |_|||I|||r|]_' patterns arc brilliantly evoked
vet the alternation of black and white shapes also bespeaks the
artist’s pecuhiarly modern sense ol decorative abstraction Mot
unlike Cauguins models, Pechstein's black dancers and musi
cians become the vehicle tor high culture. And his taste bor the
exvotic, ke Gauguin's, would soon prompt him o travel to th
ITOcs

}‘H-.III. |'|I'|l.'!

:E1r|||,|_;_5|'1e_1||'_ the 9UER<11 wears |'-|||'-.'.|,J-:_'|,1 the most radical

however, who was using Negro models

variation on this |.|11I"I'. - ||| Wailh -|.||'I".l.| o those whit

myths about blacks that emphasized their instinctual vitality
poab just inmisical expression Las in ragnme and jazz) but also

e oa- ||'|||--,: 5 'n.;l.'-.l [riwEss L k rFantasices led i Hst
o photograph the black circus performers Sam and Ml
o 3710 and then 1o |,||,|'|-|, t Alillis buliEng buciocks and

Sam s enlarped |'-|‘1 illus ma 190 painting called Megro Lol
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Kirchner completed his work with these models by having
them strike six erotic poses involving oral and genital inter
course trom which as many lithographs were made *' Yet he
pulled but a few prints from cach stone, they were not done
o tar as we know, as pornography-tor-proft Instead, his goal
must have remained the “immediacy and authenticity” he had
advocated in the Bricke Program a half decade betore And
indeed now, in these late Diresden works, the Expressionist
comes closest to fusing instinctual nature with high culwre
Both the passionate urgency of the models and the equally
avid drattsmanship of the artist-voyeur are recognizable

A number of carved and painted house beams from the Palau
lslands, a German colony at the westernmost edge ot Micro
nesia, provided the first major model for Expressionist primi
tivism in Cermany Depicting what the museum guide
describes as the "frequently singular customs™ of the Palau
peoples, these beams were displaved in the Anthropological
Ethnographical Museumn at the easternmost corner of the
Lwinger Callery in Dresden *7 They had been installed in
190247 and placed in a glass case with mirrors behind so that
images on both tront and back could be clearly seen ## Bun
they had long been known in the West, having hirst been
published in 1881 and having been given three-color illustra
LN n H.]1| b Ll wermanns 1900 |||'r';|'|,'-r ¥ ol I.|1|' .-"|r| |,1|| ;a.'! ||_'i'lrl|_ s .irl.lI
Freaples ** It 15 not particularly surprising, then, that architec
twre students in Dresden early in the century, such as
Kirchner, would have had their attention directed w these
remarkable works Kirchner asseried on several occasions that
it was he who, in 1903 "in the Dresden Ethn :-pl'.||"\-|'|s-.
“Museum discovered the beams of the Palaw Islanders
whose hgures displayved exactly the same formal language as
My T Aan |.|1||I_;g|'| |'|-q_' |_||L||-;J -:_|||:-|_q_'|'-.'.\|:'r|'.' |'|.:|'-.-|_' -:_El-v: ||-.-|;_-|'|-|._|"
the beams thes early however they exercised no direct inty
ence on his work betore 19100 47

.”11I- SLEHTESTIONS r|'|__|| H.II:I_ |b|1{'r'~. TalsE s iG] |:'I Bt art
began as carly as that of the Fauves must be rejected ** Early
commentators were led astray by Kirchner drawings ol late
1909 and 1910, which the artist had later misdated, pushing
them forward by as much as six vears * Instead, Kirchner's
intensive study of works in the Diresden Ethnographic
Museum should be dated between March and lune of 1910

Falmi Elands, Caredine bilands o] wosnd

Pubilshed s Bekhart vom Svdorss [he Kumd dee Maturealber wodl der ¥oreni, P23

| iecorated honse beam (detail

Palisi Bslamls Carnline Rlamds Pamecd woad 14

| 3ecoraned higise beam | derasl
15 5 cmj high University Suseam, University ol Penmavlvania, Philadelphia

CIn March 31 Kirchner in Dresden wrote o Heckel and
Pechsten in Berlin
again, only a small part but the Famous bronzes from Benin are

I'he Ethnographic Museum here 1s open

vet a change and a delight A tew things by the Pueblos from
Mexico are still exhibited, and some Negro sculprures ™" And
on June 20, 1910, Kirchner sent a postcard to Heckel in
Dangast reporting that "the [ house | beam is really beautitul ™!
On the front of this postcard Kirchner drew an Exotic Scem
'-.\'|‘|I|_|‘| WS 1;Ilv.q_'r'| l.‘lll'l_'q_l_"-.' 1|'|||'|'| rEe ||| I_hl_‘ P.:||._||_| |‘1-:_'.|I|:-h
(abowe! It 1s noteworthy that Kirchner has not copied the
Palau source literally He schematizes the beam's border of
regular triangular shapes into a heavy and continuous zigzag
torm at the top of the skeich This zigzag torm resembles,
in turn, the “talk-lines” employed on some Palau beams
Y equal importance s the fact that Kirchnes
slightly exagperawes the sexual characteristics of the Palau

[ abowe )

hgures T he phallus on the male hpure 1s even larger than inits
prototype And the female hgure 15 so drawn, inoa three
guaricr back view that one sees both the broad butiocks and
the profile breast, both of which are considerably less pro
CEITH l!'l] 1T ||!-|' [.:'l,_l'.1:'||-i_ S LFCe

When anahvzed visually one can see why the Palau houres
would have seemed o d splay, from Kirchners viewpeoint in
0 "exactly the same tormal langwee a5 my own Both
Palau frieze and Kirchner drawing are rigorously flat and two
dimensional, a monochromatic and planar "ground” provides
l:l'lf LA L'll:'u IMaltrix '.'.|I|'-'r| -.1.-|||-_|| -'I:I..'.|||'. ||.:l NELres Il"l.l
I b ey ||'-|,| -.-|||-:'| s are seef (bl
1 thick

wiookd beam in one case a hemly oo

obiects have their being
from this ground, in turn, by a2 narrow light border

PL U L el | g [ isesdd an I|'|l
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toured white surround in the other Itis as if the ground in
bath works were the mainland, the light surrounds were a
continuous body of water, and the figures or objects were the
largze islands « onsistently separated from the mainland shore
Since hgures nowhere overlap one another, they have no
means of suggesting depth

Histarians agree that it is this “Palau stvle” that informs the
primitivistic Briicke work executed at the Moritzburg Lakes
during the summer of 1910 In a woedaut like Kirchner's
Bathers Thrownmg Reeds, ®? for example, the angular higures with
black hair masses are clearly of Palau derivation, even distinc.
tions between female and male depend, as they do in the
beams, on little more than a curved haunch or an extended
phallus But it is now the Expressionist’s hlack woodout con-
tour that takes the place of the Palau beams white surround. in
both cases the figure within and the “ground” without remain
ewsentially Hat and two-dimensional Again, in a summer 1910
painting like Heckels Forest Pond the angular hgures are sil-
houetted against the largely monochromatic ground *
Despite some litelikeness, the hgures appear both simplibied
and awkwardly schematized. in ways not unlike therr Micro-
nesian source A similar “shorthand style” appears in Mor-
itzbure paintings from that same summer by Pechstein ** And
the stvle cven appears as late as 1912 in the work of the
Bricke's last convert, the Berlin-based Cheo Mueller, in a Cover
[y l'-l‘l' jaq3 .-'|..I|H:|:J-I AFEI .l-'l' L I'|'|'I|I||" -4

Yet another belated derivation from the Palau house beams
accurred in the work of Karl Schmidt-Rortdaff from Christmas
1911, atter all the Brucke artists had moved trom Dresden 1o
Berlin We see it in Schmidi-Rotilufs painted wood relicf of
Two Female Nudes: The Expressionist's higures here are of an
extracrdimary three-dimensional complexity The lett-hand
woman bends torward and reaches down so thar the black
trapezoid of her hair approaches the black triangle of her
:1I.I+EII|. e en ."II."IIZE I:|‘1Ie_' I'IJ:I"lI ]1-.':5|-:_E SOMan ||||_|| IS O EE
lapped by the limbs of her neighbor, 15 presented seaved ina
Schmct
H-’ -'.I:!‘I it MYANREFES 1D CTUEANe (It il T forsos .|I1|* I_'|j_'|"|| l1r1'||‘1'- |

hieay

complexly toreshortened pose  Despite all this
single hght orange mass. (solated and Hattened within a
v wextured dark Blue surround The surround 15 in turn
1.".'|I1Ir'-:| I""l.' rh-:' LI CTITIOAT |I-e;||_‘| i1l I|‘||:_ |-e_'|r| | |‘1.1:I1l-:'|‘| |'|1-:l'.'.':'| .'|I:|‘|
ncised to stress the objects wooden, planklike strucoure
Since Schmidt-Rotluffs feures are also outlined by grooves

L 4

deeply incised in the wood surface, the work captures the flat
angular relief stvle of the Palau beams in this respect as well

W hat |m11p:.-n:-d hetween the vears 1990 and 1910 must not
be overlooked By the latter yvear Schmide-Rottlufi in his
response to Palau art, oreated a complex variation on a sim
plihed theme, in thes sense, he exemplified Hartlaub's distine
tion between a primary mode of Primitive expression and the
Expressionist’s secondary mode af—maore or less con
sciouslhy—"primitivizing” creation What is more. Schmidt
Rottlutt showed how he could select meaninghully from his
sourrces, choosing the strong silhouetting but rejecting the
total two-dimensionahty of the Palau source The same is true
in other Palau-related works of the Bricke's last vear in
Diresden 57

In a 1911 derivation from an Atrican source, rare this early
in the Brucke's production, there s a similar concern for
complex, three-dimensional effect Kirchner's drawing of a
Hewenr Bromnze Sculplure was copicd not trom a book illustration,
as | had once thought, *® but from a Benin plague of a king and
attendants in the Dresden Ethnographic Museum jselt
[Donald Rosenthal who made this discovery believes that
"Kirchner copied the plaque with painstaking exaciness” and
that the drawing "may well date from | March 1910 or slightly
carlier™ Yet close examination of the drawing reveals not
only the “hatching” stroke Kirchner hrst adopred tor modeling
purposes in 191177 but also an unusual divergence from the
African works spatal represemtation. Indeed, in the Bemin
plaque the feet of king and attendants are exactly aligned
since the Kings teet are larger, they even seem to project
turther outward—or downward—trom the plague’s baseline
But in Kirchners drawing, by contrast, the attendants walk a
step ahead of the king, the two courtiers at the lelt are even
cut off at the ankle by the drawing’s bottom edge As a result
Kirchners hgures leave the plane of the bronze relief and press
restlesshy torward into our own space With this new concern
in 1911 for three-dimensional space, the 1910 mpact of the
Palau relief styvle has finally begun to moderate

When we shift our attention from Diresden in 1910-11 1o the
Bavarian capital of Munich in 1911=12, we find a considerably
different Expressionist approach to tribal art Here the key
artists are Whesily Kandinsky and Franz Marc, who during
these vears together published an almanac and organized two
art exhibitions under the banner ol Der Blaue Reiter, also of
interest are the lesser Rlaue Reiter artists: August Macke and
Heinrich Campendonk For all of them, but especially for
Kandinsky and Mare, a unibving lterary concept ot “the
primitive’ took precedence over any specibic example of Prim-
itive art itsell ' For the Blaue Reiter, “the primitive could just
as readily signiby Archaic court art, folk art, or children's art as
it could tribal art. This is why Blaue Reiter primitivism is often
discussed, for example, in terms ol its debt w tolk art 4

Oine purpose of the Blaue Reiter. according to Kandinsky,
was to foster the assimilavion of all expressive art forms. What
hothered hime maost was the seemingly arbitrary separation ot
the various arts—and "periods” of art historv—IFrom one
| dreamed of painters and musicians in the front
Eandinsky later wrote

anothes
rank” as Blaue Reiter contributors
I'he harmbul separation of one art From another, of art from

folk art, children’s art, ‘ethnography” the stout walls erected
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berween what were 1o my eves such closely related oben
identical phenomena, in a word, synthetic |'-;|.'|r|1-|1-h|p-—.1|[
this left me no peace™ Kandinsky stated thar his "eth
nographic’ interest arose from “the shattering IMpression
made on me by MNeegro art. which | saw [in 1907 in the
Ethnagraphic Muscum in Berlin "** Despite this, there is no
compelling evidence that tribal art ever directly influenced
E.andinskvs sivle—then or later

['he simation differs significantly with Franz Marc For the
objects in Berlin's Ethnographic Museum had not only a
|_'|_-'1-;_-r.'|r~rn|*u.u,_t on the artist s aesthetic outlook but in partico
lar a powerbul—iF momentary—ethect on his 1911 style
Marcs letter to Macke of lamiary 14 1911 "\.I_'IIL'.'IL:H tor isek

| spent saome very productive trime i the Ethnopraphic Museum in
order to study the artstic methods of “primitive peoples wias
fmally caught up, astonished and shocked, by the carvings of the
Lameroon people. carvings which can perhaps be surpassed only by
the sublime works of the Incas. | find it so self-evident that we should
seek the rebirth of our artistic feeling in this cold dawn of artisti
intelligence, rather than in cultures that have already zone through a
thousand-vear ovcle like the lapanese ar the ltalinn Benaissance. In
this short winter | have already become 3 compleely different
RS I think | am gradualle really Coaming i understand what
matters for s if we are o call ourselbves artises at all we must becoma
wcetics Dont be fphtened. | mean this anbe imnointellectual mat
fers We must be brave and give up almost evervthing which until
wiw wis dearand indispensable for us good Central Buropeans. Oha
'-\.I' 1 'l'.l '| I ksl weEar a |I|.'-|II': I'-:'i::" ITILEST '|l|||"-\.|'- ||‘||-|-| W '||
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Bulfalo belmet mask :'i.|n|:u.'.| L_dmmieiinam [ bk Frieze 191010

Faimped weesmnd, 29557 174 con ) gl MWlissesim fur

Vilkerkunde. Borin

Helict

CHd Kongdom

locusts and wild honey and not with histors iF we are 1o ssue forth
frovm the exhaustion of our European bad aste T he poal “tobe
naturally,  to be brought about by a
hiealthy instinet tor coli like that |:'-|.-1~.|_'u|_-!_| b all primifve peo-

;'.l:-- [ heatt b £ his wie wirsh to make P tures .1|1|_1-'1|||;-||1|'-,'|_|1|-:Lr1|,;|

wished most ardently” s

columns and capirals and seraw buts and clay pors, 15 our advantage.

LALIT | LITDEeanmes«s

lust as Karchner had gone on from his 1200 investigation of
Ajanta
paintmy, so Marc proceeded trom his own 1910 study of
P |

Caupumn to a 1910=11 analysis of Southeast Asian

Lastuigranm fo examimation ol .1!'|-=l||'|-'.'l 3l ';..'1'.I;_='|.III'I"-

SEHITL 5% —F1ATTRE |'. | |'|I"- I!-.i"- bien I-.I'Il.!"'.'.l'l L1 LgEA:

Egvptian art
kJaus Lankhet published an Egryvptian Old Kngdom Dankey

Frieze as the source for Marcs 1911 painting with thae tigle ™

But what Lankheit did not explain was Mar

exceedingly Jow Eivptian prototvpe into

s transtarmation

il fh relic! in b

the remarkably bull-bedied and three-dimensional animals of

.'|| § 1%'T] |'\-."'|I||-:' I Fi || I a3k & -|'||lI Ll '_||" I-";' ||||-|||||I"\- N1 | "‘-.!;.||-_ -

ynimials—separated in depth by mtervening grasses—bat als:

to thae bullye medeled aas, bome-heads. and JACHTIEE ol ears ol the

nnted donkewvs Moreover the baces of Marcs amimabs are
Hercet WETe moie Expressionmi—ihan thi Fin, piian
anes [he eves have horizontal upper hids rather than rounded

1 "
s whitle the jaws are partly opened into snarling eflhipses

W an-casivas, 31

L ¥ ST IHT dlection Figa Wlrods Selbach Lobherd

and not primly closed into compressed lines as in the Old
Kingdom example The only explanation tor Marcs consid
ered departure from the Hattened and underseated idiom ol his
archaic prototvpe is the intervention in his stvle of a second
and more truly Primitive, source As the specific stimulus for
this intervention | would propose a painted wood buttalo mask
Lh.l: |I.I- been I|'|:' l.l|||-'.'l. tresr ol Hl:fhl"-u |'I|'|I‘ll','l.1|‘-hl-.
Museum since | 599
on exhibition i lanuary 1911 and which would have impressed

an object which was almaost certainly

the ammal-panter Marc *® The Cameroon mask is not only
full modeled, but its severe expression and open jaws closely
resemble those teatures of Marcs work

Marc's association of Egvptian with Atrican art 15 not
unique For in this he was tollowing the lead of Wilthelm
Whorringers

ringers very distinction between the

L -4 i o s i |
fuiEiR -'.Ill.i'. Absiraction and .|="".I"'. |'1-..!l.'-: i I'h"'.l'l
HTYEH :-!'H-'i [Cr BTN

empathy ! and the art impulse proper’ [abstraction

LU
bhased on a comparison between popular and court art in
.'||- 1

in the mneteenth-con

Fervpt, only the latter "having arsen in psvichic needs

UTALICS DSV |‘:'L ='||'l.-.':=~ e "-.||||a_-||'-_|;|
tury manner, Worringer still reserved the word “primitive  bor
the pre-Cireck ars of Egypt and the MNear East and only in
passing hnked these Primitive arts to the art ol savages and

LInentals



Woe <hall thien tind that the artistic volition of savage peoples, inso far

15 they possess amy at all, then the artistic wolition of all priminive
]

epochs of art angd fmally: the artistic wolition of certaim culoerally

developed Unental peoples, exhibit this abstrace rendency

Marc was interested not only in Egvptian but also in
Mycenaean art, vet his lanuary 190 letter displavs a preater
respect for African art than did Worringer a few vears ear
ier 7' Unlike Worringer in tact, Marc now calls the Cam
eroon tribe a "primitive people” and devotes to their work the
kind of attention previously devoted 1o Egypt

As with the Donkey Frieze, then, tribal soulpture must

|'I.3'-. C ERCTLIS L‘I a similar |'|- '-l||LII|'IL'|.I'|L -;Il'ILI CAPRLSMYL I e

on other Marc works early in 1991 Certainly this is the case
with a Marc painting, Reclimmg Do iin the Snowr executed in the
very month (January 1991 in which Marc wrote his ecstanc
letter Based distantly on Gauguins Spanit of the Dead Watching
seen in Munmich in August of 19100 and more directly on his
T .lq.:n;.,'.rlll:_.' ."\.'|...||: o f'.il_l.'l'll'\- |_-:-|'|1|‘:-||_'I|._'-:_|. 11 Hl,'l._';'l'l'l!"\-l_'l 0|
1910
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animal sculptures in the Berlin Ethnographic Museum thae
11'||:_{!|I_ ||._|'-.'|_' | -.-:_'n_| ."-. |.l_r|_ H e R L ||_|-q_'|'\. (fa]] I_|'|-:_' .I'-.'.:n ETHRTT I' T i f‘\l::ll."
.||||_1 tow ||||||_'| '.'.'||||-.,- of 1911 as '.'.'l_'|| 3 Asin ’.hl,' case ol I|'"_'
Donkey Frieze, however, Marc used Cameroon sculpture as a
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sianist stvles in Munich as they had in Dresden: Maoreowver
"-'I-l'l'i.'l".' |.|'|'L' |:|LILI‘-L' |'l.|!..| I"-|I-|.""-"-'L'L| P-'“'l"l'“'-':. Eroncsm l'"-||'-'l
wanted Expressionists to "become ascetics

Aveust Macke, as Marcs closest friend was undoubted|y
mmoved by his ¢ |l||-:'.'|;!| e s letter af lamuary 1901 vo formualate his

awn respanse o Primitive art in the course of that vear But

the response was limited: several paintings of American Indi

Wild Wesi
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aris which stressed a kind of
Chaly it March 1912 did Macke
wepired a tribal sculprur

intarm Marc that he had
ar |!_"-|'-|||!|,1r_:_‘. that ke owned
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Lisia
wirk |nfacy Macke rreaved the sulbiect aof Primitive art rather
Blaue Beiter

."n.".l_'l g||'||||||'|,-_' Artistic lorm as !|'l'

his contribution w the ilmanac, an
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CRpression oF mysier o
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carved and painted pillars inoan Alvican but The Alrican
his idol the comprehensible form for an incomprehensible idea. the
persomifcation of an abstract concept. o

comprehensible torm for the obsoure, mcomprehensible concepton

'3 II"||

il o diseasedd person, ol an amimal of o pliant, of the shole magzic ol

mature. of 1the |:'|-.":||||1:| al

ser acke s
overall ;;;||'-r-:-||_'|| v tribal art was quite similar 1o Kandinsky s

lust as these last remarks are |II]_'|I|'.' romantic
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the wave in which their |._||'-;-_:|_;.|-_'|_' was the same: | he cast
bronzes of the :""-;-;':_-"-M.'L From Benin in West Abrica L discovered
I sy

Pacific, the cape ol a chieftain trom Alaska, and the wooden

|.|I'L' 'Ll"‘l‘w tram |.|1'i.' -' 1SEET |H|-I||L1'- i the  remofest
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as the chimeras of Notre-Dame and the wombstones in Frank
furt Cathedral” 7 [Hustrations of all these works were included
in the Blaue Reiter almanac, most in Macke's own article

Bevond those mentioned by Macke ™ however, the Blaue

Reiter almanac reproduced surprisingly few examples of tribal
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art ™ Perhaps the most interesting of these was a South
fornea ancestor hgure ilustrated on a page facing Rirchners
1911 lithograph Four Dancers®Y By this confrontation the alma
nac editors were obviously sugzesting a visual ssmilariey
between the features of the Borneo sculpture and those ol
Kirchner's right-hand girl: In both. the brow arcs are joined o
the lines defining a thin vertical nose, while eves and mouth
are all rendered in compressed, pointed ovals In wrn, the
similarity once again confirms what Kandinsky called “svn
or "closely related, often identical phe
Wlar

inclusmn

thetic relationships

nomena and indicates how exactly he and WET

visual material intended fo i Lher

Reiter 34 | b

ilustrative comparisons on facing pages

analvzinge the
a number of such

in the 1912 publica

almanac editors mad

fiamn sometimes overlooked in the lpvout ol later
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Emil Meaolde Traphy Head 1940 Pencil and colored chalk, 1134 x 7
% 1R em) Aada and Fmal Molde 14145 TTTTS Szl

[t 15 mot surprising, then. that another member of the Blaue
Reiter Heinrich Campendonk, should actualls
entire image from an Abncan work in the Berdin Erhnographic

borrow  an

Museum Campendonk’s heraldic animal in a 1916 woodoun
24 Bt

Campendonk syncretized other "exotic” sources as well The

was taken directly from a Benin bronze plague (p 377

claws of his mythical beast came from Russian folk prints
while its dotted evelids and the perforated patterns just to the
right were derved from Epvptian shadow-plav hipures—all of
which were illustrated in the Blaue Reiter almanac ** Yet the

inimal as a whole depends on the Benin bronze, trom its

irregular clovershaped spots to its rhythmically seriding sil

i

howerme € ampendonk s most orginal touch—aside from the

usimg of tribal and tolk art sources—was his placement of a
L !'I 14l || 1 2Xa ""-. {1 |.5-'.-.'||-_i_ ATt |'. e positicn ||-..-' l|1;-

Hemin artist had used o the animal’s tail

Traphy head MMunduruos Beazl Flisman e
feathers Secum bur Yiollkerkiende  Herlin

cattan, and feathers & I ciin b haeh, excluding

Emil Nolde was the last major Expressionist to make a
serious study of tribal art. but last only by a matter of
months

1906-07 Molde went his own way after that and hence

A member of the Dresden Bricke group in

forth spent his winters in Berlin and his summers in Alsen
near the German-Danish border In the autumn of 1910 and
again from February to Apral 1911, he resumed contact with
his tormer Bricke friends when he exhibited alongside
them in the Berlin-based Neue Secession™ Then, tollow
ing a visit to the Belgian painter lames Ensor in Ostend early
in 191157 Nolde began to interest himself in both popular

L.'.I-'II"'\-':Il .I'1I.Z| ’.'!II"5-.=.| r11.=."-|-.'\- |'1l.' soran b Ban --|.l|l.‘|'n.'ll'.|.: !:'

rimi
tive hgure sculprure as well The best-known product of the
of Masks |

I'he 1911 work, like many of Noldes ensumg still lifes

displays a tundamental contradiction, which produces in

new concern s the 1911 Sall Life




Exhibition hall in the I-\.-L'ﬁ.'ll'lr Museum Flagen, Bbelore 19229

turn a complex expressive effect The contradiction is
between caricature and emational intensity and the effect
15 of teclings directed af the masks and also emanating from
them Caricature is an old story in Naolde's wirk  fnding
early outlet in postcards of fantastic mountain faces (the
Mutterborn as smiling gnome, the Jungfrau as veiled “virgin'
which were a popular success in 1H97-98 And emotional
intensity was the goal of the early religious paintings, such
as the 1909 Last Supper or Penlecos! or the 1910 Christ among the
Children, where the observer is meant to experience the
beatitude or tortitude expressed by the painted saints. The
combination of caricature and emotional intensity first
occurs in Dawce around the Golden Calf of 1910 3 painging in
which Molde both empathizes with Old Testament lews
engaged in orgastic dance and, simultaneously, caricatures
them as decadents and sinners %

In Sull Life of Masks | the second and third faces are
apparently carnival masks one upside down the ather
with a pig snout and upward-streaming hair. presumably as
Molde remembered them from his Ostend visit Nolde, like
Ensor, stresses less the humorous than the brutal aspects of
Bur Nolde's first and fourth masks can be
related directly, through preparatory drawings; to tribal art

these Visages

objects: an ornamental canoe prow from Vella Lavella in
the Solomon lslands (p 378) and a shrunken head of a
Yoruna Indian trom the Mundurucd of Brazil (p 379) The
head of the Soloman lslands pece s rendered entire The
toothy grin, the slit eves, and the trangular hair-covering
are represented  But the debt to the shrunken head more
[he -|'|.||'l:'- ot skl

nearhy identical

emphasizes the Lo halt of the

Visapt

eves, nostrils, and covered ears. are bt th

STILIATE | AW .-:||_| L PEaimiinL |'~'|-||_|||'| ari ||'-.'\. S}

Less certain is Nolde's debt, in the fifth head, upper
right, 1o a type of MNigerian mask from the lio tribe in West
Atrica (p 124) Here, too, his borrowing would have been
selective, extending to the vertical nose and halt-moon
eves with straight upper lids but not to the mask's mouth o
overall silhouette Moreover, while the Oceanic and Peru
vian objects had been seen and copied in the Berlin Eth
nographic Museum, the Migerian mask would have been
seen on Moldes 1911 travels On the journey to Ensor's
home in Ostend Nolde stopped in Brussels, Haarlem, and
Amsterdam® so he might have stopped as well at famous
ethnographic muscums in Tervaren, Leiden, or Ham
hur;;—thc' last two of which |‘.-II-1.-|.'*---'.'I.| examples of the ljo
mask type?? It should also be noted that the stern and
authoritative expression of this Nigerian mask appears not
only in the 1911 SWll Life but also in Christ’s
central Crucificion panel of Nolde's nine-part Life of Chrrst
32 BB Sl
Considering Stull Life of Masks [ as a whole, 1t 15 astounding
Furope, South Amer

tace in the

triem

to recognize visages trom Liceania
ica, and Africa in a single painting The picture lends itselt
to display alongside Primitive art objects of many types
and it indeed was displayved in the Folkwang Museum n
Hagen around 1920 Bur Nolde's purpose was less eth
nographic than emaotive Here Goldwater s phrase is apt
Molde's i= an emotional primitivism” in that he emplovs
tribal artitacts o communicate beelings, and in fact uses the
phyvsiognomics of tribal objects as a lexicon trom which
L)
as Laaldwater thought Une can readily ree

8] !,,II.I'-'- EMOrIveE. SsigEns CORITS ¢ '.|'||' |l.'x|-.--|' 1% i

unlocalized
oenize his tribal sources ™ Molde knew s emotional needs
that he could play his sources obf against

s well i I3t



ane anather a diabolical ETin to the lett and to the night
horrific \|;._'|1I_||;:w.-. eves and an exactly P e expression of
dignified authority his selective and lexical use ot tribal
art objects bor emotional expression typibies Moldes
approach to primitivism during the prewar vears

'his is true even when Molde chose New World tribal art
obpects as his models. The 1911 Exotic Figures [ or Fetishes. for
example, depicts American Indian Kachinas of the Hopi
tribe, one of which, along with a drawing of an elongated
wooden pig from an unidentihed source, has survived™®
While Molde first drew the objects separately, their com
bination in the painting creates a whimsical caricature of
the bourgeois German family. the grim and stolid male, the
temale with decorative tacial ornament, and the domestic
dachshund hugging the ground Here the emotional
impact depends on our recognizing tribal forms as being
simultancously like—and unlike—our own. Much the
same is true of Nolde's Exotic Figures [ from the same vear
also depicting a Hopi Kachina from Berlins Ethnographic
Museum Only here the artist has surrounded the richly
colored hgure with a pair of grimacing heraldic cats, which
apparently derive trom an Incan textile pattern™ In this
case, the caricatural quality suggests a nightmarish con
frontation between bizarre stalking beasts and an equally
bizarre but dignibied and scl-contained human being
MNolde's overall approach depends upon our assumption of
the pathetic fallacy which leads us to think of wooden
hgures and other inanimate objects as telling a human tale
The entire approach, like the process of caricatre itsell
involves both artistic aggression (against the object) and
psychic regression (to childlike play)®

MNolde's most ambitious attempt to mix non-Western still

Emil Malde Mo
HWix 18 cm

oo

Eackma 1201=12 Pencil amd colored chalk

‘ida ang Ermnd Malde Soifbong. Seebaill



Bl Molde [ he Mivsanary 195 LNl on canvas 3w 23

Muissionary of 1912 1t has vwo Primitive

and child

e Gbec s was ,' |y

Yoruba ot e now lost™ and a

AL a

i:'ll';!" P !|'|-: ast Abrica) dance mask | he F"."!..'II,I‘G. AL E] 1n{"-.|
missicnary s actually a Korn i I||.||_|-.||_{-:_ ||_|-:|| nine teet
high, made ol |'|_||.-||_|--_! IR | b pamungs ._|r||_'U_|||I_.'.|

tarm ol

betare the missionary while the disem

theme s clear -'||I|:-..||| WD :-rn_':'|- 1 a

L_hristian praver

hodied mask symbolizing her native religion. looks on in

;
worror between them By '.l',||,|||.'|: ||'|-',' WOITNAN (O Fve up

1T | religion in Favor ol Chostianity the |l||_'.||.|||_'| %

'] - » B I L
pstering the extinction of tribal culture Because of this the

ne

TH EATY in l||-|;,- L OF Ccontermpt in MNoldes view

riCatures him i Imaee |'.~|-\.| :_I an Uriental tolk sc |||

wre | he comic, sablinlike torms-of both missionary and

~relr '\,..|...| =H

mask contest the woman's soul, but she herselt is treated by
Molde with respect and digmity

Linlike Kirchner and Marc. Maolde initiallv valued tribal
art nod For s '\--._I_:||1I.|r._|| potenii il but borits design -|||..||!'.
W hen COMVINE €Ven the most ovlindrical models MNaolde
tended 1o Havten them into |‘~.|.!|'-e;- I the Tinu i'r-l|'-|
E.achina the teet Face forward bor ex ||1||1||,' hut in MNalde's
Exanic Frgures [ they are lattened sidewavs. the three-dimen
b

§
stonal g 1N a preparatory drwing Decomes but a dark

silhowette in the pamiing I Exotic Figures 1 the roundness

il I|"||, h.l._ hina is BT LS |,1|||' tiv be S but the Hatness ol
ihe -.|-:':'||--:,L| headdress s H|-||-E|.|~-_'-.|_| in the painting by
| n light tones an the still-lik

i

repeating (s dark shape

hackeround

And im T e Mission shight plasticity ol



molash |5-'\.|l'||.--:. Sardan. Wil Bair and eeth 11545

i om) high Musoam tir Vidkerkunde, Berlin Mem

both of MNoldes extant models—the wooden higure from
K.orea of a roadside god and the African Bongo mask —
disappears in the painting

I'he caricatural or childlike elements introduced into
pictures of 1911=12 dropped away when MNolde actually
visited tribal societies two years later But his variegated
response to tribal art—both formal and expressive
remained unchanged We can see this complexity of
respanse in his 1912 remarks on Primitive art, cited here in
part
Mot oo long ago, the art ol only a bew penods was deemed
worthy of FEPresentalion 1N Museums [hen others were added

Why then are Indian. Chinese. and Tavanese are still consid
ered the province of science and ethnology? And why does the
art of primitive |‘-l.l.||_‘|il.'x as such receive no Appreciation at all?

Wy s 0t that we

]

ITEITACES Of THE pRiffitves

artists love o see the unsophisticabed
It 15 a sigm of our times that every piece af pottery o dress or
jewelry, every ool tor living has to start with a blueprint —
Primitive people begin making things with their ineers
material o their hands  |heir work expresses the pleasure ol
Wohat w probably ind olten

ETiyiesue eXpressian of ¢hnergy ol ||I|_' L

W I||I

making By 5 the imtemnse

MNolde treasured tribal art because he tound it "unsophisti
cated” because it expressed "energy” and “life " But he also
valued this art for the obvious pleasure it scemed 1o reflect
in the "making” of it for its sense of material "in the hands

Thus Nolde identified with the tribal artist as a tellow
craftsman even as he imsisted upon his right to depart from

the |-|!|".‘ 5 "-HIIL I |.|‘1I.' interest af his-own art

Levil Minlde Bange Alsk 1901=12 Pemsl, 105 5945 (28
Aula une Emil Molde Stifoung. Seebull

Faradsidt |-.||‘|_ Kosrea
|||;._l|| Sbeiseumn lur Velkedamde Beilm

Inn the autumn of 1911 the Kiinstlergruppe Bricke moved trom
the Saxon capital of Diresden to the national capial of Berdin
Although Pechstein and Mueller had already resided there ton
some vears, the move meant a relocation for the athers
Maoreover, the Diresden pattern of communal studios was atan
end. several of the artists were married or were ving with
their futre wives, and cach was developimg a more personal
sivle | he Bracks Pragram’s 1906 call tor vouthul “immediacy
WS 1 |-e'.'||'|'. !.'I"H--. .||"\-plll|:'ll'|.|'.l' Tor meen movw FATERIRE 1IN a3 [Tm
twenty-eight (Schmide-Rottlutt) to thirty-eight {(3ue Herl In
1912 the last Bricke exhibitions wok place in Berlin and

|

| |.tr'|'||‘1|,'.rL' in 1913 the ErrHip tormally disbhanced
WAr S ,_';: S Eire " 1N

Mo single source ol stylistic inbuence

1912=13 Berlin o play the role the Palawe house beams had



Koar] S hemad
| Hrocke

v Boelull Four Foangs

Suseum, Herdin

played in the Diresden stvle a tew vears earlier To be sure, the
Herlin Ethnographic Museum displaved a range of Primi
tive objects unsurpassed in Central BEurope e variegated
n West and East

precluded a too narrow [oous for sub

streneths—in Ceeanic and pre-C olumbian
Airican objects alike
sequent primitivism Collecting, too, had become more im
I":"..I'I T N I| 1Ty
i

[ tant and Macke each mentioned owning a

single tribal sculpture in March 1912, Heckel's sull-life paint

irvs fronm that vear show that be already owned tribal artifacts
Fast

nd wh

il Lheeanic Airican, and West African provenance (p

e Schmide-Rottlutt once identibed Cameroon
:i:-': e an e Houcke < 'maor souree o insparation 1 s

s more accurate for his own later stvle than for that

PTEwWar yanrs

"\-: ETRE e Y I|'|I [ :':- S0 PrameiElYeEsT Tmasberpriect Ein ."'I

st hrass relidd ea lipanel M 1= 1.

created by the Bricke in Berin derives trom an anwsual torm

ol Cameroon sculpture. Thes s Schmade-Rovlufts reliel of

early 19902 Four Frangelists " whose source s to be found

among what the 1911 Berlin Etlwographie Musenm e calls

mast remarkable heads covered with ckin "™ mamels
1 dance headdress from the Fkon toibe i northwest Cam
Cron [howgh the tragile matertals of these heads make i

dithoult to reconstruct ther exact appearance i 1912 the

Munich example illustrated here s similar to the one Schimidt
Rottlutt saw On a wooden maguette in the shape of human
neck animal skin—usually

to which was added a fringe of human hare above and

and tace was stretched an e

I. -
i i i [
1M LA Il‘illl.lll'l teethn Ramime I!l.|||'|l l|.|'_'|' ||'l. SEIFT TIDO T WWOioecE

support. Most distinciive about the head i addition o the

'1||||_;|| -_-.-'|‘1 I'.':'_'_n "|||_| |:|'-- W T 1H -|:_"|I||'-- --:._E '|||--||||'-l 17



anid maxed media 9987 (123 ¢

Headdress. Ekai Camenson Wisod, leatber
I"Il-'\."-"-l s I'lll |Ikr| kl :l"\.ll

Selime b

eveholes of the animal skin 1t is precisely the form ol the eves
or the mouth in each of the Evangelists panels that demon
strates its dervation from the Fkor model

| assume that Schrmdt-Bottlalt was moved by a particular
object of this tvpe in the Berlin Museum and that he re
sponded to it just as selectively as Nolde had o the sources b
used
Molde s Chrstian works than to Schmide- Rotuits own deve
I.I-!.li'l.'ll ".-l.-..-lu._|-:_||h il i |'|.||| Lil_'-;_.ull_' |.|I_-e_r"" "'.1';"|'|||-q_' .|'-.'||'|_|||1-,-_;

l":';-lll- Cin Fl'l-"ll.lf'l-"l EWC |II'IL|'-- '|-II|.' tl'nl'l-in'l'ilw--!! Ii.ll.l"ﬂ.'f 1}

Crohmann notes, Schmide- Rottlutl's
motivation was “deep religious teeling

evervihing dogmatic
I|:|||u,l_'|'| omitting the
'.|'|1' |1-;_'.|.|_|h ol I|'||_' Faur L"..‘I‘I..]:.Ii'\-l'\- e

clearly recognizable as Matthew and Mark above, Luke and
lahn below!™* To this | would add the likelihood that the artist

tracditional attribautes

alsey had more topical identities in mind Heckel and himself as

Marthew and Mark, Pechstein and Kirchner as Luke and lohn
the Brucke as the evangelists of a new art ™™

Be that as it may, the spectheally “primitive” propertics ol
the 1912 rehiel are readily apparent Matthew's almond-shell
evies derive directly from the tvpically “closed” eves of the
Ekon tacial tvpe (the headdresss lett eve in the example
illustrated ), while lohn's halt-apen but sightless triangular eyves
derive from the misshapen eveholes of the Ekoi animal skin
(the head’s night eve in the present examplel Moreover
Mark's Hat nose and promunent lips have a Negroid character
again bespeaking the Ekoi type, as do Luke's wah of torchead
hair and even larger lips

There is nothing quite like the Four Evawngeisis reliel
elsewhere in Expressionist art, and its pecubar authority
depends upon the crude vet spiritual intensity of its African
pratotype. Il one grants the disturbing quality of an art work
covered with skin, then in analvzing thar work s facial teatures
the Expressiomst reliel achieves a similarly disturbing, if now

more assthetically considered, forcetulness

When we wrn to Kirchner's approach to Primitive art in
1912 we fnd less a concern for expressive torce than for
sculptural form. As early as 1910=11 he had found what he
called "body” (du corps) in illustrations of cave paintings from
Ajanta, India As he wrote to Henry van de Velde's daugheer
Mele "They are all plane and vet absolute mass and, accord-
mgly they have absolutely solved the mystery of painting ™™
With the first of his life-size wood sculpiures, such as the 1912
Adam (p 387) and related Eve. Kirchner had w attack the
prablem of plane and mass i the volumetric medium of
sculprure-in-the-round  He did so by means of an important
but previoushy unnoticed combination of remarkably different
principles of Palau and Cameroon form

The temale gable figure from a Palan Mens House i the
Hamburg Ethnographic Museum, which Kirchner could have
seen on any of several Hamburg visits berween 1910 and 1912
lp 386), shows once again, the pervasive two-dimension-
ality of the Palau style '™ Although the gable hgure possesses
physical mass, it 15 actually concerved in planes parallel 1o the
facade plank to which it is attached Mothing protrudes oo
tar from the fgure's surface, details such as breasts or eves are
raised in extremely low reliet In the stvlized chest muscles of
his Adam, for example, Kirchner employs the same kind of low
relict plane that the Palau artist had used for the gable hgure's
pubic triangle;, the treatment of the pubic area i the Eee
derves even more directly from this source In other respeces
however, these Kirchner sculptures are volumetric and there
fore relate more to African prototypes Breasts and phallus
break the Frontal body plane and thrust forward intospace ina
manner recalling Camereon sculpture (p 394) The same 15
true of tacial TeatLernes ||1||_' |'|l:_'.||_1=~ il 'Illulullli .'|I‘|,| |||'| resemble
that of the Palau gable figure in ovoid shape, in the rectilinear
‘|| W dal ‘.'.1'h .'|I‘|.‘| LA LAY .':."Il\,,l. it I_|"|l:_' x'.'.'l_'”ll'n;_' arc ol I|'|-:' |'l:l.:-'.'.'h HlEI
the eves themselves, particularly Adam's, are volumetnic, with
even the pupils given three-dimensional arnculation in keep
ing with Alrican precedent

Anather Kirchner wood sculpoure, a Female Frgure nowe Lost
15 visthle in a photwgraph of Kirchner and Erna Schilling in the

interar ol I|I-l' AFTisL & -II.||||I in I::-'_|||| "'."-..III'II-:"H;_;:I|I| P HH
Here the facial features and even the eves and breases ar
carved in low rehiel in the Palao manner and the hancls with

hve identicallv shaped hngers seem to come directly brom the

o




Lsable plank wich hypare Falae Islands, Camlne lshnds Pambed wood

3 omi hgh Museum Rir Yelkerkunde. Hambairg

Hamburg gahle hpure Mevertheless ELFUC TN

gt arms and c remate trom the Palau sevle. Both th

showlders and buttocks are ully rounded. the shoulders

i ;
thrusting into space even more than the breasts and the

bt "'ll.lr' PO iIng ||_|. B |r|‘| % thew Ao i Al 1t CATVIREs

I

Even the compact mass of head and torso has moved mor
vard the Cameroon than the Palau (R T Kirchner's tree
1CHIETEY S |||'-'l:" s trom 19132 thus evince an _||'l|-||.|| --'-.'l'!||-:".|-

it Ldeeanic and Abncan stvle characterstics!

Kirchner's wood sculpture became increasingly volumetri

.II1|.\_i IS |:_-_||1|_||||£|'. Atrican rather than Llceanic in inspira
tion '™ It s concerped. as he later wrote, with "the simple

primary forms, mainly the cylinder, cone, oval, and sphere

I'hese torms arise not from “mathematical speculation bt

brom an “instinct for monumentality But. in addition, such

sculpiure has erotic and emotional immedacy, it transiorms

2 1A i il . .
t i PAIATEA (NEJrd iifde from e imto three dimensions

trom the wall as it were, into real space Even the two-level




wonden bowl, visible to the right in Kirchner's photograph of
his Berlin studio, though based on Cameroon sources. man
ages o turn the exotic into the utilitarian, art stvle into like
style

Ihe entire interior of Edrchner's Berlin studio confimmeed his
with to use “art as a model for like "2 Exotic wall-hangings
lapanese umbrellas, a Buddhist reproduction, and even a
t,ll]l{'l_ |I :l|_|'| i ||JL||_L,| LRl 'I._':"I,-” [ [l:_"q.[lll,,"'\- h”""‘h!]ld II‘II. |'|.'r||l\. |:|”"|
Expressionist environment ke "studio primitivism of ihe
other Briccke artists in Berlin differed only in degree Heckel's
studio, for instance, was even more exotic In the words of a
1914 visitor. [ Heckel] received us in an attic space which was
adorned with colored cloth like a tent Near the walls stood
sculpiures carved of wood. female and male hgures with larpe
heads and expressive gestures or movements  Hand-carved
benches and chairs stood around. Many oil paintings were
stored behind colorful, hand-painted drapes "1

By 1912 Heckel had become deeply and directly invoheed
with tribal art His Stll Life with South Seas Sculpture (p 389
dating from that year, depicts a Melanesian carving he appar-
ently owned It v a small piece which originated in New
lreland (or Neumecklenburg as it was then called)' Also
trom 1992 s Heckel's Stll Life with Mask which depicts a
woven calabash from the Cameroon Grasslands and an East
African mask that has survived (p 388)""% [n addition, a 1913
painting called Girl Playing the Lute shows Heckels hancée
plaving an instrument sent to her by Heckel's brother Man-

AL '-'n']'IlIl Wk 1.II'|L|IZIILL|II1.I.!I'.|.|'-.' tl"ll!' SOLTCE

tred, then living in Africa
of many of Heckel's tribal pieces

Mankred's accounts of Africa would also have sparked
Heckel's interest in going there He expressed the hope “to go
to Africa in order hinally to find a ‘savage’ life, people in a
natural environment, which was a theme he was “alwavs

HL"L'l‘.IHﬁ For ]II'1 pamting ol IIIl.'TI'Ij {|:'I.lr.'lli 1.I.'I'I:-I.'I.J F'II'-. Wan-

derlust as a "longing for a return to primordial nature

mied, 13%7 (35 cen) lugh Stamsgalers Interior of Smiclio, Heelin: Wilmersd
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Ermst Lusharnz Kirchmer Adew 1917 Whaod stasned and burmed. S65 x5 1%

12847 (BGSG % 30 % 31 om) Staarsgaleric Smicegan

Phorograph by Frost Libaag Kirchiney 1590




Frich Hechel Snil Life weitee Mask 1917 Chl on cansas 374 & 245"

Saarland  Miseum, Saarhnicken
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Primitive soulpture, in the 1913 paintings Convalescenl Woman

and Celassy Dhay '

Bv 1913 the other Bricke artists were exploring tribal art
sources as well For his Stll Life uith Negro Sealplire in Cologne
and certain related paintings'?" Schmidt-Rottlutl
used a tew Cameroon pipe bowls of the type illustrated below

P 191

P :n.'-l'|

And Pechstein's 1913 5ull Life in Gray (p. 390) depicts
a seat he carved atter a Cameroon chiefs stool then in Berlin's
Ethnographic Museum 2!
0] 122

another example of which is illus-
trated here (p Although the Pechstein painting
exploms the athimity between Cubism and Primitive art, the
fragmentation of fruit and drapery nevertheless mimics Cam-

Crin Fedimeiry

By the time Expressionist artists actually journeyed to faraway
tribal settlements, the Prmitive way of life they had so long
admired was fast disappearning Perhaps for this reason: the
results of these vovages were artistically disappointing The
artists were reduced to writ I trave I |_J.!|.|E""h|||||.| draw Mg Deoirse
sketches as they saw the native culture receding before their
r_ﬁ.l;.'.

|||'- IPPOIMIMEND was ine vitakle 1*r||'.1:-|c'£|..| marure

/) 1
Liriatior | was revealed as a romantic tantasy of the white man
who was in tact bringing indigenous culture wo a close

Wohen MNolde
b Lo i HII'-"-'II

irrivesd in r""-.r_".'. aninea i 1914 atter tr |'-.-:|~1

{_hina |.||,'l.||| .||-|_| ';'rn' i:'|'l1:'|:|l"|:'-- he was

--l.ll-|‘~ll'r.l: s pratse of l|'|‘._' AL Ives .'.r'|-.| !II'- CrITICISTI O '.|'|I.

whinte colonialises

b1

W live at a time when all primitive conditrons and peoples ar
perihing, everythimg s heing discoveresd and Buropeanizeg Bl
S TR "".-” TEFIom il [ |||‘|.-| TLElTLITe I|I'|'.i||- I\.--.l!l- ITS dirig |||:

1=H

Mask  East. Adrica
Hemmenhoden

Woaod 27 (31 cmd higth Collection Ench Heckel Eamic

inhakitants remains intact In owenty vears all will be lost. In three
hundred vears researchers and scholars will rack thesr braims, toal and
dig in order gropingly vo conceive of the precious thing that we had
the primary speritual values which we destroy today so frivolously
andd chamebely

|'r||||-:|1||.|.||';1l.'| -|_:-|-:_'w- lowiés ari t|||_ I riaiure, e One w |:|' |I..'.|'|.! il part hi |
the entire universe. Sometimes | have the teeling that only they are
still real people, while we are like maltormed puppets—artificial and
tull of darkness

| paine and draw and try to hold on o a bit ot primordial being
Some things might well be successhul, oo But | beheve amyway that
my paintines and watercolors of primmibives are so e and sharp tha
it 1. |r"pa:|~1~.||"-|{' i bang '.|'.|_'|11 1 |1r1r|||11|_'d thraw 1T1§e POHTS

| know of no other painters beside Cougain- and myseli who
created somerhing permanent ot of the endless abundance of kite in

primondial namree2?

The praise of Urmatur and Urmenschen was resumed two
maonths later

to the exwent thae they are not
already spoiled through contact with white culture Only a few

]II-C natives ant a !1'I.I|"-|.|l.".l' |||”\.

rimes did we have the chance o mect primorchial peoples im0 thisr
villages bBur o beaurful i was

LIl comarse r||-e; mEbaves here eal homan ||-:'-|'| i"-lll ire Wi S0
called cultivated people really much berter than the people here? A
tew people are killed here in fewds while thowsands die in buaropse in
wars And are not cormpt city |""'|".="I“'.-I b bevwer amdd dertier i thair
dailv and nightly comtraceptions and abortion of femses than na
wre's prople here wha bear many children to be strong, 1o be sure

that the "n'||_'||!l- WIngE frifae -.{u e B0k BAVE IMOFE men I:|l L] Z|'l."-

Mot all natives were praised. those corrupted by colomal life

were s bad as their whits *.'|'|'||~|l|1.'l:'|-

Al that matters 15 the low of tha SETEmpEeT Fvervthing works fior

OO and s ; e al - umiouely beawtabul worle e
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liast forever SNatives
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dacious, intected. and clothed in rags and tinsel of the most
wretched kind And so they return o their own villages '-.|"II'1'.'|I.11I‘||.:
the worst side etiects of the white mans culure But sav nothing
please. shhi Mo white man s supposed w see this Whoever sees it
close vour eyves nicely now “economic proft” transcends any rese
vakions ";"i:i-_' |'.'-;' i |_".'1| bimie h'|1-:_'=1 ||‘1I_' u'l\llr' FECE pRils l|'|1'

%

inhabitants af the whole earth to s own use!?

Moldes comparison of himself with Gauguin is pre-
sumptuous and cannot be sustained  Such MNolde watercolors
as Matives im a Boal are hauntingly beautitul, but they were
virtually the only product of the New Guinea stay, no major
oils were accomplished there That these “passionate” works
could be prompted by “exotic scenery” 15 hardly reason to
travel halbway around the globe'®® Yet Noldes travels did
bear belated bruit. The exotic art and artitacts he collected
were to be used, at home, for still-life paintings. The 1915 Sull
Life with South Seas Sculpture (p 392, for example, contrasts an
LIl hgure from Mew Ireland with a porcelain of two women
which MNolde acquired in Russia The content of the Sl Life
seems to reverse that of The Missionary of 1912 (p. 382) The
Melanesian fetish dominates its composition as the Korean
wdol did betore, but the terrible image of authority is now
tribal and admirable in every respect, whereas the conversing
women, lundamentally unserious, are Furopean '™

bAax Pechstein resided not in Mew Guinea but in the as vet
unspoiled island group of Palau As he wrote in his Recollec-

Mask Bomon Blamdls, Caralise slands Panted wonsd, 24 Ml 4 CIm

high Fautenstrawch loest Museam ©ologne
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Erich Heckel. Still Life with Soulk S Scufgtere 1912 Ol on canvas
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must have been much ditferent from Cauguins. And, again
ke MNolde, he o ||l|-.||'-. learned the evils of colomalism When
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sake not o destroy the Palau 1--:'|||'-||_ tesedf o
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its nature-based custom
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the outbreak ol war in Burope In October Pechsoein was
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Pechswein's diary for the few months he SNt (n the islancs
reads like a travieloowe He arrived with loroy cases of helong
Ings |||.':|_|{' af oV 1od ||_|k||': |'|'.-:'.|.|.| .n.:"l-.! LY '.11 !|I| |'|'.|!_'l il
matives constructed a sailboat and a new rool for the settle
i iribal dance and then visited a nearby

ment house He saw



island and its native king belore hnally deaiding 1o build hes
own house on an uninhabited island given 1o him

Throughout the diary, Pechstein expresses an extraordi
nary empathy with the natives

e | mwsell grew up among simple pes |[1|1' armudst namuee | readily
came o termes with the abundance of new impressions. | didn't have
i change my attitude that much Ot of the deepest teeling of
community | could approach the South Sea islanders a5 a brother
|r|'-|11 I_|1-:; CHEESEE | (YT TS |.'|n1||l.|r '\u..'l'.ll I;||-!; marnagement ol t.|||||1||_
handicrales. st as | had satled. hshed  and woven nets with the
people of Midden and Monterosso al Mare 5o here it was also epsy
tp learn toosteer a canoe through the coral reel | felt the most
wonderful unity around me, and | breathed it in with an unbounded
beeling of happiness

When Pechstein happened 1o leave a wood sculpiure he was
carving, a Palau youth continued the work The German artist
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CUinly one painting, a tew watercolors, and a number of
brush drawings are known from Pechstein's Palau stay 122 Men
Honse wider Palms (p 3940 15 typical of the last in providing a
rapid skewch of native activity Indeed, the drawing depicts the
very type of structure from which a group of house beams in

resden. Hambure, and other museums had come

The matives | i IIIL!"I'-!-:'- are wosden houses with high - pomted raal
nidpes. And on these houses | now saw i everyday use, inthe setting
tor which they were mads
once i Dhresden bhad set my creativity Bowing and which had then

the carved and paimed beams which

;1r|.-||||1||_|,| the wich mow Rlfilled o see them on the &L | 5w tha
primitive omamentation, the decoration of the huts which grew ot
of the simplest human need For beauty | saw the artifice with which
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Fven atver his return to Cermany in 1915 and lis release from
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which the depicted pseudotribal sculpture is based an Cam
eroon rather than Palau sources, sources presumably available
i herlins osr I‘ ||rr'|-'-gr.||'-|1|q,_ ""-Iilxl_'l_l'.ll i the vears immie
diately following World War | such mixtures of Cloeanic andd

_lll_rl'll_ A SLILTOE, '|'|II|_|'II_| CONmLarne

Une ol the most important interactions between German
Expressiomsm and tribal art occurred in the wartime develop
ment of Karl Schrmde-Rottlult In a series of what Grohmann
calls “architectural fpures and heads”™ Schmidt-Rotclutt ana
lvzed the tormal structures of West Alrican sculpure and
adopted nt to his own work ' Ax hrse he wavered between
srpuat’ and "attenuated” proportions. A torso ina 1913 wood
cut, Woman weth Her Hiar Dowm, is acwually wider than it is
high while in the 1915 piin g Loirl before a Mirror the trunk
limbs, and nose of the hgure are elongated ' Nevertheless
both of these manners, and indeed both of these works
|"_'|_|.:||1|1|' I|J|_'||'|. e r|I|||| il ?"ﬁ:ﬂl.“l:‘l'l.\.l ':. .\_||'|'_|_'||_|I||'I l|_||'|'|_' |L'!'1r||.|_'|| Lt
heure, which at once lengthened and compressed body parts
the reliquary hgure has been in Berlins Ethnographic Museum
i 189G i

I he rounded shoulders and the squared-oft ingers and feet
of the figure in the woodcut recall the Cameroon prototvpe
in the painting it 1< the pointed breases, the arm extended ata
right angle, and especially the geometric "mt” of the shorn
neck into the wide shoulders and ot the cvlindrical torso into
the spherical thighs | stress the structural "hit” because this is
the key o Schude-Rovluits wartime borrowing  trom
Atrican art. It is structural principle that lundamentally inter
ests him, rather than the attenuation of form which charac
terizes much Bambara work Certainly the Bambara ancestor
tigure proposed by Schneckenburger cannot have been
Schmide:-Bottlubfs source I neck and breeasts dre too long
and its tace s devoid of features % Furthermore, it s the
Fang hgure that has the ovoid triangular head used in 1915
tor the Gorl pefore a Mirror It 15 not surprising that Schmidt-
Rottlutt should later utilize this head shape, and particularly
its oval projecting mouth, in a 1919 woodcut of Chrisl and
Micadesi 139

Yer herween these direct borrowings trom the Berhin
museum piece, the artists career as a painter was totally
interrupted. From May 1915 to December 1918, while i an
army battalion statiored in Poland. he made no paintings at
all. there were only eight wood sculptures and a handful of

: | |'II'"-|.' |'1' WEVET, are ||'|l.' ey wirks '.5'1.I|Z l.lL'-'11l 1

'.-.ll-::jul_:l--'
strate Schmide-Rottlufts fascination with the volumeni
structure of ameroon s '.I||"f.llrl.

How did a soldier on the Eastern tront gain access, then, to
African tribal art? He of course remembered preces studied
carlier in Berlin, and he might have visited the Ethnographic

Museum during an occasional leave back home But there was
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turope by a member of the cultural avant-parde ' [t would

not have mattered o Schmede:-Roredutl of course thar ch
bosak s 11E illusoratiomns were withiout :_-.---_-:_||'|'||- identibcation
or even mauseum location IIl '.'\.-|||||_| |1|'-\.| Encrwn th L ERER]
tribal stwle ready and some objects were in fact [rom the

Berlhin Ethnographic Museumi ™ Moreover as Einstein Bim
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Figure. Mpamba Camerson Paineed wood, 17447

b4 omi hagh Museum hor Valker

kunde, Berlin

selt arpued, "Unecollecis r"‘\-',_'_ul"ll art asart” . "more certain than

any |'|||-'\.I|'||1_' knowledge af an ethnoeraphic kind, eic | s the
tact of Adrican sculpture |itself |43
B 1907 in any Schmide-Rotlud was almost cer

tainly studving some ol the objects depicted in Einsteins

Eveni

illustrations. For in that wartime vear, despite his military
'i.ll.l'.”."" |.|'|': Ariisl |:'||'L'||r'| 4 SeEres ol INYenive Yariatons oan |.|‘|F:
theme of West African sculpture  Tvpical 15 the Theee Kings
'.l.'|u|-;J.|_|.|I i ils 1!:|.gl_||_||' | F"“"i‘-': |L']|r|||.|r'. |'|l,_.||_‘| '.'-'i'lll.l'l s
illustrated in both front and |:-|||1|11_' view in Einstein’s
MNegertlasitk  The tmangular faces and round necks o T
|L"|'|' ['l'll".||11"'|' ';.t'."l'"‘-".' Irom l'.'ll.l'll'.'l |.I"||‘\- SEMINCE O |h" N:!'”l“'h'-.l
bpure already discussed. But where the vertical noses. stitf
brows, and targetlike eves resemble the remembered Mpumba
the pleated

piece FRCHTY |'-|_'||||'| o N e | Sl | '\-|||_'-:_r |'|I'.'|~\.'-

194 i k1%
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the lelt more likely derive trom the Fang head illustrated
{111 |':"'I"-.'i'.'l-r'|

The Fang head, like several other sculptures in Einstein#4
introduces a facial feature that involves vet another structural
commonplace of West African carving what Hans Him-
melheber calls the "concave tace ™* Not only does this
African tendency violate the European preference tor “round
cheeks' and the “arched forehead” but the trait is rare in
Western art. As examples, Himmelheber reproduces a draw-
ing by Diirer, a painting by Picasso, and a woodout by
Schmidi-Rottlutt "% We need look no further than Schmidt
Roriluffs Blue-Red Head (Fear) (p. 396), in fact, to see the
principle of facial concavity pushed to an unusual extreme
[ he 1917 sculpture seems to derive both trom the Mgumba
figure (the hollowed-out open mouth) and the Fang head of
the Einstein illustrations (the wbular chin), although its pro-
truding circular eves and overall silhouette show athnities to
teatures of other Fang heads as well The result is a memaorable
image appropriately subtitled Fear, but one that recalls less a
specific emotion than a general formal principle of physiog-
nomic articulation ™7

Not all of Schmide-Rottlutfs wartime soulptures have iden-
1.]|'.I||'.I.I'.|it' tTIl:J':'Il ST, FEI‘T I'.'I:'I.I'I"Il'l‘li:. I'.HJ!.I'I “’L"IIJ\'.’I'HEI".:EI EITLi
Schneckenburger have seen the 1917 Green Head as deriving
from wvet another Fang piece with brass eves in the Berlin
F.['I'I n:u;raphu: Ill'i-'l:I.IHt"I.I.I'I'I I4h 'Iﬁ.“l !1LIL'|"| dl I'JL‘FI"r'Et'IHFI I'I'I.ﬂ'ﬁ.t"'. P r1|a|
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chin in the Expressionist carving have no analogue in the
.‘i".'l:l'ifﬂr'l ".'I."HFI". .’\"11'_]!'1_‘ L8] IhL‘ r‘l: FITHE, tl"l'."" FETIL.{ plﬂ‘“l."!" l'.‘I.II'.'I Nk enteT
the Berlin Museum untl 1947 and so was almost certainly
unavailable to Schmide-Rottluft three decades earlier 149

Nevertheless, another Schmidt-Rottlutf work from the
same group, a 1917 sculpture entitled simply Head, can be
directly related to a Luba figure illustrated (although incor-
rectly identified) in Einstein's Negerplastik: a female figure from
ZLaire, then available in Berlin's Ethnographic Museum but lost
during World War Il (p. 3961'*" The overall head mass, the
shell-like eyes, and the triangular nose are similar in baoth
works Only the open mouth departs here, as in Schomdt
Rottluffs Blue-Red Head, from the model in Einstein

There is yvet another Schmidt-Rocdutt derivation trom an
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Einstein illustration. The woodout known as Apestle of 1918
would seem to come directly from a leke piece (p 397
I{'|,1|'_||_|I_||.\,L'|J in Einstein The angular hairline with rounded
i '.I'H.' |||'L'|".' -ll'fll'd '.L'-"|||"!'. -\.I'l‘ll- 'q.Ilf".'I" .|||l.| L] BLaLE '-'|”'~' |.|-|'5'
projections of mouth and beard trom receding chin are similar
in Both cases!'" Uply the eves diverge from the Einstein
illustration  They in twen, may well derive trom another [eke
piece, this time a female fetish heure, featured o the Berlin
|I|'-|l-|:_":!;l|1|-_ "-.||_-.|-_|||-. ._--.||._|._-' I"||l|.-:_ I":-._||:||'-\~|! Hnl':ll‘.l
ignored both the sex and the squat head shape of the Berdin
piece however we may be sure that he received bis primary
stimulus rrom Einstein s hoak Mev rihecless the 1914 'll"-'-ffn
like a =im E.|I|'k. ||*_'. :l_|-:_'|,1 51 Framces i R e v e’ W a4
probably created in Berlin atter the artiscs release from
service

Iribal sculpture. writes Einstein in Megerplastik, s charac
terized by its “religious purpose and its “cubic space percep
tion ' | hese are both also tendencies ot Schrmdi- Kot tlutt
wartime production In responding o Primitive art he could
vary body proportions and tacial features almost at will, b
he was cansistently true 1o a Pomitive work's volumetric lagi

and structural articulation

This was | KPressiomisms  seq and wave "V inwense bt short

Above Helguary head bang Cabon Wood
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||'\-"||_'.L|'l| Carl Bimstenn, Megrrblaitak 1915

Letr Farl Schoide- Boccludt [ heee Bgs 1907 Wiod
cul, comip 19 x 15 497 % 39§ cml The Museim

at Moderm A, Mew York parchas:

"'.1\:"|'.h I,|1r_' armistice in Hr'-'."._'n'l'!'ll_'l 1918 | KOTCSSECTISIT became

|_1-:-|'-|_:!~|| in Cermany  he movement dominated the stape

.|_r||;,| painters toiak |]||_- |:,'.|q\| I YA |_|||||_||'.|! OrEanIZainnns

lived, im part because ol the deaths of ddarc and Macke and the
abzence ol Kandinsky (living in Bussial and Eirchner (living in
l“;'la.::_'l,'||_|.'||;| In '||||,| 1S4 I_||-'_ l'.":_'-'--._||||- 5 [reatw sErip d Laer
manv of amone other thines, its African and Oceanic colo
fies |-'-. 1920 critics |_|| x'_l.;lr-"|_| abf turther |*~|'-::'---|--:||--I
o] CRTAY while the artists, who were Ao ching their hor
ties, were ambivalent about Cerman arts chances tor renewal
Late | sprescmst borrowines from Primitive art continued
of course. but such derivations were often tinped witl
micdichneds or irony

Ater the war Pechstein be Ean 1o cllect o '-.|II'=:'|-' 5 ol tribal
irt and in 19919 exeouted numerous wiood --..|||":I.I:' 156 Pech
stein s (uarier-Moonr bust was probably imbluenced by
Schmide-Rotthatfs ue-Eed Head of 1917 hoth heads ol
toan elongated PrOCCiImg | hin with a circular. hollowed- ot

mcith Bt "'|--$-:-|||| LT -"l'|i'|||-.-- TV dumetric i ths

1. [ I
b |'|'|||;1: i -|'II F mosre surlace-nre |l'_"|| n I|'| |-': Fuie I |4 15

not just that Pechstein's piece displays Uoeanic linearity rather
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Cluarter-Moon 15 also the work of a

than African mass '8
painter not much wsed to sculpture Double-square patterns
an the hair and deeply incised arcs for brow and beard show
Pechstein's preterence for two-dimensional design

Pechsteins tendency to two-dimensionalize 15 even more
apparent in comparing a lost wood sculpture with its pTth.'ul'.u'.r
source, a Luba (Zaire) female figure with a necklace (p 398
The lLuba piece has been in Berlins Ethnographic Museum
since 19045 and would seem to have influenced the facal
teatures, the necklace, and even the arched arms of the
Pechstein image But the Pechstein work is in reliel. the artist
Hattens the breasts downward and the buttock sideways com

pared to the African sculpture in the round Moreover the
Expressionist repularizes scarification patterns all over the
tace and body, while the Zaire artist has placed them more
randomly across the belly 60

I he best sculpture in this 1919 series of lost Pechstem
v 14904

Moon (p It marks a break
through into carving in the round, compared to the Ouarter-

carvings is the piece called
Moon the very title evokes its tull-bodied, spherical appear
ance  Amnd ivlaow 15 -.|||:x'|_|-'_r.|i'-|'.' mre '.'|:||||"|r_|_r!|_ '_:'|.|r'| ||'|r

.."'r..'1:r’.'|I|!=.|I'|'|I'|||'|: the Meombe tribe . 3949 '_;l|_||,-.».'_|x|'|.'r_x|;'1|

ably its source, a piece that entered the HBerlin ethnographic
collection in 1883 ' Angular incisions edging the tace form a
few straight lines in the MNgombe piece but create a wholly
circular trame in the Pechstein. Similarly, breases and lower
torso are larger and more spherical in the Expressionist than in
the African example, though the tlar shoulder plane and
protruding navel are similar in both works Despite all this
Fechstein has not wielded his interest in surtace
q_h_'q,_lll:'ll_p:-"l ane ]‘:-|E

horweyver
I'here are diamond patterns in the hair
chevrons on the torso and zigzag side stripes on the limbs and
hands Especially owing to the seripes, Pechstein arrives at a
Fashionably ornamental styvle quite advanced for Cermany
in 1919——chat might be called Tribal Art Deco

In the woodour medium, oo, Pechstein's late | N PFESSIONISm
| hus the 19240 H
Corer to a ovcle of 1919 woodouts does |'|_'||'_!'.,' depic
3% Urrel Beed has

LS STATUCIRE Ok

leaned heawily on Primitive models prifolio

TR
magic statuette from the Cameroon area
sugEgested 'Y Wy can tentatively  identiby
another Ngumba fgure. in the Berlin Ethnographic Museun
since 189697 The brass eves, the bared teeth, and the fusion
of pointed breasts with spread-cagled arms all evoke similas
teatures in the Pechstein woodcut Yet there is probably

(R ¥ip
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lready familiar The zigzape lines at either side of the
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erfectly oval shape are all belated evocations of Palau
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explore the religous dimension of tribal art 10 1919 individual

woodouts ke Christ and Nicodemus and 51 Francs followed

ITssuanary art 1T I..I"l!l'l"'”l'.'r_' I|||I'l. 1 o= '|.'|||I| L I'-!I'\-' LRl

content "% But a painting ot 1920 used tribal art tor a mor

universal spirttual statement. In Corpersation abewd Lleath, n

FALIP
which the man’s expression has been called one of “anxious

puestioning "™ his irregular face with its bald pate, tlat nose

.Il'll.l |'|- I Lraiie |_| !'!1- LTS LG |1|_ 'I!|' Lad [ |,1| |l". a4 2malran COlrn

fteure i Berlins | l_|1|-.|__-|,!['-|-:|, Sluseum, llusirated a few vears

later in Fokart von Svdow’s authoritative survey of triba

iri It 15 typacal o S hemde-Boetlutt to emiplow a Primitive

fetish in an --l||-“.-.---: o] || and colorhl pameng to ras



universal questions about death and atterlife

More satirical is Paul Klees 1919 Portrail of the Ardist
intended. | believe, to be in the gpuse of a Polvnesian cult
fgure. The multiple lines around eves and mouth are similar in
bath cases, as are shoulders, hngers, and squared-oft skul], but
the Klee stops at the waist, while the large head of the
Polynesian prece is matched by a large phallus "™ It must have
amused Klee to idently with an exotic masterpiece ot the
Ethnographic Museum in Munich, where he lived, especially
one with such prominently displaved sex. But the amusement
was clearly at Klee's own expense The Cerman artist-intellec
twal viewed the instinctual tie between tribal culure and
modern man with considerable irony

Perhaps anly Kirchner, living in selt-imposed exile in rural
Switzerland, achieved something of a "primitive” lite style
siech as others had longed for During the fall and winter of
1919=20 he carved his own furniture for his rude mountain
shack and, in so doing, could nat help comparing himselt o
tribal sculptors, observing, though, “how much further the
Megros were in this kind of carving "'%* While making a pine
chair, stained with oxblood, for example, Kirchner apparently
remembered a Cameroon chiefs stool both he and Pechstein
had seen in Berlin betore the war'™ But where Pechstein had
copied the bottom register, Kirchner recapitulated the top
Oin the back of the chair he carved a large crouching woman
whose open legs mimic those of the remembered male fgure
trom the Cameroon stool top, above, he joined the arms of a
man and a woman in just the same Y shape the African
sculptor had used to creare additional support With the Swiss
Alps outside his window, and furniture intended for a woman
he would never dignity with the bourgems title of "wife”
Kirchner saw his carving as but an extension of rude narure
itself17

"How much further the Negroes were . ™ Once again we
encounter an Expressionist’s admiration for tribal artists, just
as Molde a few yvears earlier had described only natives as “real
people” Such admiration also extended trom Urmensch o
Urnatur, thus Heckel had once hoped to reside in Alrica in
order to inhabit primordial nawure Nevertheless, Kirchner,
who for two decades experienced a form of Ursatur in the
Alps, managed to huce it with modern culure As early as
1909=10 he had ranged nature and culture against each other,
now, even isolated in Switzerland, he would adopt vanguard
abstraction Thus the Expressionist was engaged in a very
particular kind of emterprise He was conducung a dialogue
berween Lirnatur and modern art, a dialectic between primor
dial nature and advanced culture

Ceerman Expressionists did not place nature ahead of
culture, then, or somehow prefer raw nature o their own
culture Instead, they saw nature holistically as the origin ot
the culture of their time [They were heirs (o 2 romantic
tradition '-.'.-|\|'r1,'hl.' ||h_' 1‘||'|_'I14_'L||'1_'|_1 Art |‘|||I,||. 1.-'1|.,|||'.- ._||r|_1 SETLC
turally T'he guiding principle was art's hdelity 1o the “inner
truth” of nature!”

What Expressionists added to this romantic tradition, how
evier, was an understanding of coniciensuess as the link between
mature and art For them the ssue was how the mind translated
mstinct—the mainspring of nature—into art as the high
achievement of culture Expressionists faced the issue as
Mietzeche had by demonstrating a tie between the primitive
and the modern mind, between the "savage” storvteller and
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ihe modern artist-dreamer

Il l:-' 'Il 1M &% I P ||| TERESETS I IIH RS, Sk ITHEET TS l"lI'I.=.1i'\-\.I.l
iheni aunke through thousands of vears. the tirst cause which
pocurred to the mind was sufhcient and stood for truth [ Thus
according o travellers tales savapees still do to this very day ) This

ancient element in human nature still manibests itselt in our dreams
tar it is the foundation LEp=EN which the higher reason has developed
and sl el AT EVETY imclrvadual, the dreaim carres s B kinto
conditions of human culiure, and provides a ready means of
understanding them better From these circumstances we may
lately the more acute logical thinking, the strict discrimi
nation of cause and ettect, has been developed, when our Facultees of
reasoning and understanding still involuntanily hark back to those
primitive forms of deduction  The poet, too, and the artist assign

causes for their moods and conditions which are by no means the

FETTICIRE

true ones, i thes way they reg .||| an |'-|-:_||:_" humanity and can assist us

o the understanding of !

] miaed el

fi prapser mostivied om beard, 199 8 151 89 H w i 5 oml Prvaie

W owhat Mietzsche called, in another passage. "the logic of
dreams. the modern artist could reassert a unity between the
LIMCOTSC LS :Lr'utl I|h|.' CONSCITNIS I1'|:r'|-'.| (%]} hl_‘l WEET -.l.'i1.1.[ F'||_' .||.~\.-"-
called "dream and culture

Blietzsche s variables it
IJ

will be noted, were three in

number: Primitive thought, modern thought, and the artists

which mediates between them In the vear 1919
I:l

dream
K.irchner elaborated chis triad by equating the Primitive with
raw lite experience, the modern with discerning or loving

I he

result was an acsthetic credo that embodies the Expressionisi

ntellect and the dream with culture-creating vision

dialectic between primitive and modern thougzhit

[hreetold s the grand secret of art dream life. and discerning love
Diream gives vigian vision b INES EXPETICTEoE which s bormed into a

work of art through the bowving intellect ™4
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thewe im 3 Kassian belk proint. gistaposed in Ban
|E||:r'.hl. .||'|-|j MJH T-Fn' ]|||||.|r Barder Uil [
17 and Nk

L |H|p|'lu;|||l1|\..'\1 ik il this Hemin |'-Llr||||.- wiks his
sy bext by Sarm Larepg momy Pietsbuareh semi
ihas

For the Buswan fofk prins we Kandinsky andd
Blare, 1oy Mlewe Hadee s i s anid 3
(e the shadow: pls Bpneres. pp 19940 and 2010
Pl i min PRIFTIL BRIEE IR thie Birse MeEiie heces
sion show ol May 1980 bar dbd in the nexe anes

| dismabd | Cirdom Aodeim Al Exfebaliens
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Misdern Ars, 19063, p 37 Molde himwll gives
tler yrar 001 Kaloe der Kiimpfe | Betlin Rembrandr
1984 pp 16100 L but Martin Lidhan daces the
viset imoearly 0, Bel Molde Maios wnd Figurm
p:14)

L Condon, “Conment by Commadicosss” o
Hi=83, where the conmradiction in Do arousd
ihe Coldrm Calf 0 given o Mierzwchean sxplanation
pig-siiit nose anid garsh lips of MNolde's
third maek rewemble the smelar Eanpes on e
loreyround masky o the left in Ensors 1850
rnln_nr, moras i Lhie Mluste Boval dey Besus-Arm
Amwerp

The Salomoen dendy obiece and the Peraam
Ivead were st reprochiced, abong wath Moddes
drawangs o them, in Resdemester and Kncger,
[tae Llesprungliche. nos 137 F i were aon there
relaved oo she Sall Life of Masks The relationship
wats communicated wome by D Marnn Lrken
Mualde fabre der Eimple, pp 16204

['hiere was o Migenan pece i Leiden compledy
similar” 1o the one ilksirated bere b Ham
burg L Frobenss, [ie Ak wsd Defirmmbunds
Afrikan (Halle Fhehiardr Karms, 1898 hig 3 and
p 20

In a commumication ol Mumne $0 MR [
Martin Lidsan maimeains the distinction berween
mzcks that Milde copied in cxtant "ty drow
IHm- dniel v asthier “rwire or less free tiveen
tions for which no drawing copies exast
Mevertheles, even m e mvenbed masks Lrkan
winald nit mule st a distans “dependence om veaal
procedent sich as the Mugenan mack progoed
Inrres

L Gaoldwater, Prmitguim p 61

The 1917 wil, che Baching doll and chres Bobde
eiapeirabar i drlwu'qm are Wllistrated o Lelan
Emel Natde Musken wod Frauem, figs 1=2d
Schmeckenbunger Weltkulterme mo 18321

Ko, J’-:].h'hm.u.i[wn .Expruhn'.mu we Arl, pp 1860
197 —1e

Moldes drwing of the Yomba soulprure & (s
trated m Heidemester and Broeper, D lnprana
liche e 1301

Molde, bobey der f-:dlqr-]r. pir 17273, as trams w0
Herchel B Chipp, Theorem of Sdoders e
| Berkeley: Unreersaty ol Cabilorma Press 1965
P 15058

Casrlon, "Barchner in Dresden,” po 354; poie 106
Tl daee s cervmim because the velief was inemiled
far the chapel of the Colisgne Sondertund dhow,
which opened Ry 1913 Wi Crolimenn, Karl
St Battlufl (Stoiteart Kohlhammer, 1956
p o150

Fuberr durch day Moo Jur Valkeokunde, p 700 ther
fncteome a5 rank insngmia anel as darge headdres
were alus mentinned h'.' the il

For the avtmibsition. of thes tepe of obsect w o the
Flam tribe and for illustration of a vimile example
L ll.rH |'|:|‘|.'||'l'||:HIl:bl:| Nl'\lrripu-.l l'lj f'ﬁ.l'..lrr-
kunsiler (Brmimschwreig Blinkhards and Bicrimann
0L, g 276

Ao Aollowing the MNolde parallel, Ledpasld
Reidlemeister sprpests Lasrian Caatbic imspura
tion for the relel. Beidemester The Vier Evan
|,|'I_'i|l-\.|:I:l| wikit Koar]l Schasicdt- Barebudl  Hewcks
Arclvr no H, 1975=TH L 13=1f

Cirohmann, Karl Schaglr-Rorsl] p 159
Compare the hiads in Faur Erangilat o thaese in
Pechvisims. SHRE Pusier for te Micke Fxbibiton o
Esl Richir v, resdm

E L Ksclemer Hriclr an Nelr
el pp Jl=31

The Palin PHECE weas soiured im 15HE | am grate
tul o Prol | o Awernemann o the Famdnirng
Slueeum b Volkotkamle lor shus iidiormsion

Shunich I'Il'\ll.'l

The livsi Frwale Frier s depiceed nesd 4o Ernsisoa
I'¥1] pairtiigg Caordon min. IO m g 1917 pencil
drowing illwirared o the catabeg Bl L
Eiribier rumie—iois ne 146, anel ima 1992 wecal
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e, Dube no 205 Walfgane Henze has now
praposeid that the piece i not by Banchner at all
bt i “a lamge Adnican soulpiare [which Eechner
kept] i his smudia”™ Henze, “Kinchner” in the
|_'.:||;.1|_|# Corrmin kalrn-lu.nll _'::q, I]_h.llilt o J‘I\Hdl‘l‘\
Coumney Museam ol Ary, 10S3-HdL p 115 and
mide 9 Amgnong agaenst thay sneerpretaesn, in
sicin to the Pala-like dstness of some fea
mires. s the very scale of ihe pece, which apspar
enly exoeedy one meter m heaghe, African Bynere
sculprures this brge are extremely rare
foseph Masheck "Faw Art Prminve’ Aushen.
gy and Lerman I"u:|:-'r\e-.-.||-||-1l.m' e 4, Awiamn
176 p MM, notes the “zigzaggeing of o carved
Sielanesaan work” i @ 1911 Kinchner woodiou
'|ql|l|-||_'l,|r |l.,|-w|:-.-r| (e T e I!ll; -.-llll,n'lll.'“ll'-—
and Adnican—helly and butiocks of the adjacem
l||._||_‘||: |'|'|r|:||.||g|‘1||ul ﬂ1.|-||"||;|.,l. FefulfmIss the
sculpural properiies of hoth Prmitive and
lE;l.ilrl;h.ﬁ.l;rluI;.] “'\'IH‘ i lawar ol |;|Ilq,'-|_l1'|l"hxn:|‘|l~il
wnprees lousing on ormament i art or the notion
ot “Hlamess 0 am theory
L de dlarcalle ipsew] E L Eanchner) “Ueher dic
plastischen Arbeiten voan £ L Kinchner [
Laorrane 14, 125, pp 895700
The phrase 5 Bk Billerers, see ber “Rourst ale
Lebenaentwurd” in the catalog Eeoleer iaan—1038.
pp =34 CF my Eme Loudwig Kichner By
Instmet Possessed ™ Art e Amerrca, Mieembiee
198, pp Bl=%5 csp S0
Eberhard Criscbach, better ol Mmiary & 19204, m
L. Cerisebach Ml des J.:l'[m;numnm'\._ poaW |
stadio wiews of 1912 nd 1913, see Heckel water-
colars il lusyrared in |.r'|.||mI-:E Eeidemeister
Eamatler der HBeiicke an Berlin (Hedlin Bricke
Musewm 19731 nos 100 anad 113
Ler the Meoumecklenburg sncestor higures m
Wilhielny Hausenstein, Hisbaren wed Kiavsikes
Sunach Paper, 1922 lys 6 and 7
bYee the calabashes im son Swdow The Eunsr des
Malgrealler: pls IV and 124
Lespalsl Reidemester, Mivieume [iscooeeed  The
Brucky Musrm (Foet Lee, (N Penshusst, 198§)
n 124

7 Hans Plavie, "Ench Heckel Bilder aus dem Alseer

tal” Schrifiee des Kunoipesene 0 Hambsg, £ 14
introdection, Plantes source was Frau Lanse
Secheetler

Cirschach, Male de E'I-.!'rr:'-l-llu:-mu:- legker ol Limis
ary B 194, p 19

"-'ily_': Ervch Heckel men 19133 amed 19132310

Sl Lfe itk Vanes im the Busch: Beismger Suseum
I‘l.\,lr-..'.\jld Lll'll'clcll-\.ll\' '_‘l..‘lllr.!?nl | _";Ir_lull-rnrql-u i
the Hremen Kunsthalle

Fechatoins stonl reappears in a lost painting al
1917 T the Womant House Pales, Kirchner recalled
elsi losr Bailis -n1||5||.|| it B vemt cBRair al PO
The vl ilhstrazsed here wax only acouired by
the | Fresiler | I1|:||u_qu|,1||.1-;, Shasewm i 1914 fo
late 1o influenice Beucke artists, for the dae | 2m
|,|:rJ.'I|_-|I.|| fair il s |'||l::'\..l|d|:|,| R T ] |'r!.l [
5 Walk the mmeams direcor The hotm reg
imter ad thie Dvesden feee llllw-l_"\.-l_'l dl-qh |_|||-\.-|'|l.-
resemble Pechsteins

Emil MNolde |'.'|:r.|| i dm .|.|‘--lrrl FROA—[R}R 1_'\1]‘
Max Saucrtandt (Beshin: Foarche, 1927 p 98]
Also ciced in |'I.r'.a|r|'|'||.'|=\.||_'| [ gt “rl.lrnn.lllnl'r alber

ria 145
Paalde, libre dev Kawple, pp 24021
il p 243

Schnechenbueger, Wilkailunm, p 473

White LIN fygures are hermaphroditic, with
hreasts and phalls, Molde's exnmple was i

Urban, Emile Mol
Wk wed Figsoen. i 153 This fact imvalidanes
iRkl paelation ul'll;“:d LR |'|.1r||_"\. "E'L nienck
“ondrem wud Promitoee At (Clubord. Phasdan, 10570

P 10h, mamsely b “the bisesaaliey of thie L

sphit Between the man and womaen upper right
ahut rnisadienii byl a
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Max Pechsizing. Enwervangen. ed L Reidemeisber
[Wirshaden Limwes 19600 p 77 Ssee pp 54 91
78 amd &7 for ihe Pochation questations cted
ledoww i thos aned e rwis following paragraphs
Caraliog, Der pesege Peckatern (Bedm Hochachule
her hildende bansee, 1959 np . Pechsiein, Fovne-
mrrungen, passam, Max Ckbom, MMax Prohstem
iHeelin Propylien, MR331 passim
Pechistinn, Ermmrremgm, ppp 77-TH
Ckhorm, Akex Pechsiem, pp Ri=89 97 11§
Reidemeister, [ Wnprunghoke np (owo pho
igraphs | Enlinger Prmarive Am” p o196, con.
siddiert the studir frieze “ligtle mone than a free
copy o the house beams ween in Dinesden, b i
# closer o Pochaten's own Palau paint ings
| wwwe this observaisen b Kathren Kramer, a
wiident in my 1952 semanar at O olumibia Llniver:
Brly
The Marmbewm S0lf Lile o larges, ahong 10 5 766
cm, e has been masdated “about 19537 in
Foethel Modern Gesman Pambing, p 17 The
Sarhirucken Ak mesirng T8 x 0S5 om s
daged 1917 b masticled Sl Life auik Afecas Soulp-
Tiirs aiid !ul'llnrl\. (4] ltvl;lljnnun;.lp r:lm. {fll"lruu.llu'rr
ip 121 The sculpiure. thawgh Atrican in inspira
thon, Eapsers e o rectangular bawe that can oaly
e beem carved by Pechstein
Carabimann, Karl Schesdt-Rorlulf, 7S
Far the woodour, see Lerhard Wictek Sobmadi-
Bottlaff Craphie (Sunich Karl Thiemig. 19711
ma 72 The painting is m the Meue MNational-
galerie, Berlin
KEuirt Kricger, Wetafrkaniiche Plastik | 3 ed
{Rerlin. Aducewm fir Volkerhunde, 1978 p 43
e 15 called mpate melin. The 1901 Fiabnee darch
das Musram for Eblberkunds, p 69 mentsons “van
dei Np.-|.||l1|:u die -5||'|l'|1'ull|el..||l.'u I.Hp.-|l|-: l1|d|-||1.|e!'
incase b {Bgembe are 2 Cameroon subiribe of
e Famge
Schneckenburger Weltkulterem no 1780 It should
alsey B mobeel that the Bamluaea psece s im0 Pars
private colleciion, mething like it 5 known i
pre—1#a erdin
Whietek, Schmidi-Rolsf] Graphk, no. 138 The lac
ter sim bty was st noted by Cheisea Pasla i
my Pitishurgh semingr
Ciralimamn, Karl S<honft-Eoiiell, ¢ 835
Carl Eimstein, Megerpdmidk (Leipzig Verlig der
Weissen Hucher, 19151 Eanatem was a novelsi
before he wrned oooart criticism
Sec. cp. po 39 bodow ilhstrated in Eisicn's
1995 boak. no 76, bt ales illustrated and kcared
if U Berlon EL|1I|-:||:|4'|I|'I|I. Museuiim i Cairl Ein
stein, Afrikasiche Platk (Herlin Frnst Wasmuth,
19220, ney 7 00 saame il ew-s1 obgec s ilhisaraced
i the 1922 soirce, rweney. one were in the Rerdin
Biiseuin aind most ol the others in prvagc ciolbe -
i
Einstrin, - Megeridmik, pp v vii
Einstein h':_-;lrlh'.:-.l‘:ﬁ' now [4=15 20, 31
Hons Himmelheher, “The Concave Face m
Adrican Art” Afmicas Arks, Spring 1971, pp
2355 lunathan Ealsn im ey Colienbia somnis
|'.|r-'|l.||:|l.1 thes aroiche o my anention
e Schoidi-Boubill Wosdosd i compared 1w a
Cairo heddle pulbey, bt the Camr besd in Finstem
nes. 14—145] seems the kol source
Srhneckenburper Weltkulinem no. 1783
Digiis L d,l:n.tl"j.‘-\.L'a s |_u.|.|1||_'| |-'¢|IH_‘ Hlull\.ll-il!r.].”.e.hl_
bt he hnals a “mimetic emphass” momensh and
s that R -"|‘|:||_.-||| &1 ﬂ|
subhutle and it meanang, see Rewemeisaee The
Fragke Aisicum [l R E
Keidemeicter  [Tay Ursprumalicke, nos - H6 H8
lh||_|1I:-q,1,_'l,|_'|||,|'|||i_-|_'r Wilkiltatrn nos ITHS |7HQ
Krieger, Whtalrnkaniche Mlaik | p B4, no iy
|".|.-.|.-r,'|.'1-.r|}
Afrikemiiche Mastak, no 27 Thes carvimg's hwe afier
1548F was kindly verihied by [h -"|.|||\_'|'||'|.J H||||1|'~d
i the Herln Erhnographic Suseum an a recent
||'II-|_'|
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Ericper Watdlnkmsiche Ptk [ g W0R, no 165
{ill 7231 acquired o IREG “The row ol Backe
letinhes  are nateworthy” accordang 1o Fubee
duvch dai Maneum iy 1dke ksl p &7

Cataloy, Karl Schmali-Eainds]] Din annpdvicte Werl
zum o0 Ceebwobidad den Kamdlees | Boerlin Brocke
M, 19740 fio, 145 ||i S

Eimstein, Segerpladie. pp 148 171

Victor H Ml ed . Voem of Germam Expircasn.
dim | Empelewond CHfs Prenoe-Hall, 19700 g 7
Cabsisrtn, Mix Peobiinms L Mesaraies his
painting Surrmeded by Mol drom P90 Sadl Bies
oo l:.rl:u! |_.|-|l:|_ 1= &t |||-..|| B

(barn, Aar Pechsipn p 235 Schmidn- okl
1_'||_|-,|_' |r||:|-||,l'-\.h||: 1||.'|:|| |'l;|,i|l-1r_|n |'|l|;.|:.||'| it nhe s
mier ol 1913 when “an the el of Max Pechiem
E'f'i-;,hnnd.l_ Raprgleid | was i MSNubden on the
Eurische Mehmung He Tived there m the cottages
il |||.|_' wqIme ||l||"||;r|‘||,'||: with wherm Pechstein had
lineesil en 1HFD | HesBemessier, The Hruckr Musrm. p
(ELtE

Ihe {Jaarier-AMoon may be compared with the
i ||.\,|r|||:|-|ra| |||1-|_',|,| |;|‘.|I|,|-. AT S e Hace o 3 S
pmuen lslands shap pro

Krieper, Welifrakmncke Placik | pe 115, no 26846
As willl be recalbed, Pecharein in 19914 already
aviciated scarniication with the Palaw isbnders
sense of beauty” and “passion o strscmine, Eon-
noewden, o TA av cibed above Bt ki arrange
mient o scanibcatien patterns inee neatly sub-
divicled stripes may well derve from West African
mixks, ipecihcally fram the ane iusrated w
Eirspean, Megerfililie, r 91

Hfll_'p_rr H‘i".l.lllrrﬁummﬁr Pladike | P Ed, no 0¥
Pagracia Tanner of my Facburgh wemmar firs
male ties [SRTL T EREALTH T}

Chrrel P Keed Iro Groesan Exprosciossd Are T
Flobsed 1 oper Hll“'.'.h.lll. |.'I..I|'I.!II'I1'.I Lrh r'l.llr;l_'h". |.]|'||w_—.-
sity of Cabifornia, 19771 p 97 na. 151
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For discussion of these woodours, see presios
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Cirhmann, Kl Schsadi-Motilaff po 1

Wiy 'E1:,lq.||_|w [hie Eunst des Mitwepdllns '||| 152 e
1913 book, in the Progvlaen Komsrpeschechee
suries was diodicaed b Schmidi-Botshall. Sara
Lirepg 0w |'|11'-|.'r||r|q|'| serminar made this con
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The uls fgure | have in mind s dlustraed in
FMamsensacin, Harlypeen und Elesiker |:l 19 Klees
drawing appearsin G da San Lazzarg, Klee (blew
Work F'lxn:l_'r 1957 @& 3l and et m preeis to
the "Passadena [sic| Art Insmute Calitorma
Huowever, B Mingen Classemer of the Paul Blee
Sailnng, lern, mberms me that che drawng's
||'|..\,.l\.1|<|n Prifines ullkullwn

Cirinehach Eochwers D Tiaebach o0
Schineckenbarge IHI7, 1825
commgpares Barchaee's chair wairh a O amesoon stonl
in Hambore's Ethnopraphic Museum (oo
5323 01 piwt realizng chat che sool did ot eniper
the Hambusg collection untl 1953 For the oo
sivici dabe | amy grarebul go ol | Swermenunn of

Widlbsdlarm, e

e fimmi s
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PER— R ER [ 257, nedes that Brrchiners ciforts fo
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harmaah his icuse “are net 1o he separased from hes
||.|.#||1|_. fisi a harimwsnsie, relatsenshin wiili [Froa
Schilling
Ganten Fanphoem "Paol Blee amd the Inaer Traeh
iy Mamare” drb, Seprember 1977 pp 11317
Frigxdraily Mserzschve Human All-toa-Jfuwan, Erais
Helen Zimmern (Mew York  Macmillan, 1
wie | pp J4-17 b Lerman wilition appeared
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[TALIAN PAINTING

Fzio Bassani

he crisis in modern art of 1906—07, in which the
“discovery” of tribal art played such a crucial role
scems not to have touched the ltalian art scene,
where artists remained faithful to the nineteenth
century Even the Impressionist vogue, when it
arrived. had already assumed a much more subdued form
The various Secession styles of the fin de siecle and the turn of
the century pomnted to other, sometimes exotic, experiences
and pointillism achieved widespread currency as a leveler of
international differences. Several vears would pass betore
artists became aware of the significance of the revolutionary
“discovery of so-called “art negre” by a few of the Futurists
who for professional reasans had been in touch with Parisian
circles
Umberto Boccioni and Carlo Carra were in the French
capital in November of 1911 to prepare the exhibition of
Futurist painting to be held the following vear at the
Bernheim-leune gallery They returned to Paris in February of
1912, wopether with Luig Bustolo and F T Marinetti, to
attend that exhibition On display, together with the works of
Hoccioni, Carrd, and Russolo, were those of Gino Severini,
wha had been living for some time in Paris, having married
the daughter of the poet Paul Forr
It was Severini and Modigliam, also working in Pars at that
time, who encouraged contacts between their lwalian col-
leagues and such exponents of the French avant-garde as
Picasso Hr'.,'lt'HH_'_ Lris. Yilaminck, Derain. Matisse. Brancusi
Kahnweiler, Paul Guillaume, and Guillaume Apallinaire
Apollinaire, however, according 1o the testimony of Fernande
Olivier had .'Ilrl:'.'ll_i'l.-' met Marimetti in 1990 and had embarked

on what would be a briet but intense association with the
Futurists. This friendship led wo his publication, in June 1913
|'||: 1"14.' nmmftm: I\Ilfe.'r'.leirt.ln'lrl _IIIrE!IrF‘irI' '.'.'I'Illi_'h [|‘I-:' PosCt wrote at
a table of the Laperouse restaurant "while savoring a delicious
goose,” as Marinetti himself records it But this friendship was
to be shore-lived and in the very same vear (1913 ) was rocked
by fierce polemics

While several of the French artises, writers, and art dealers
mentioned above were among the discoverers of "art negre,
they were all in any case caught up in the "Negrophilia® rage
of those vears, as other sections of this volume will clearly
show Hence, lalian artists did not lack for opportunities to
come into contact with works by Atrican and Oceanic sculp
tors. Such works were hardly well known and of course not in
viopnie in Italy ac the time, but thev remained at the center of
art debate in France

In the writings of the Futurists. the "discovery” of tribal art

ts recorded in a rather summary and jarring manner Boccioni
udeed it to be a necessary and fateful event In the Florentine
review Lacerba, he wrote in 1913 "Cauguin's journey o Tahit
and the appearance of Central African fetishes in the atelicrs
of our Montmartre friends, are a historical inevitability in the
destiny of the Furopean sensibility, much like the invasion of a
barbaric race into the orgamism of a people 1in decadence
The following vear Carra, in the heat of the Futurist
polemic against the Cubists, wrote in the same review that this
embracing of the lessons of extra-Furopean artists was “a gross
error and unwitting traud into which the major artists of
contemporary France had fallen.  mistakes attributable 1o
the fallacy of thinking that they could artficially create for
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themselves an innocence and a modern sensibility by turning
to the remote center of Atrica wo hind ready-made the inspira
tions and archaic motifs for their plastic constructions, which
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comments on the “Atricanist practices ol artists at that time
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in Mis essay Lutham wrttten in 1914 Sofbfici had Been

Slsk Fang Cabon FPamed vwosod, i eml high Misse de FHomme Pars

iving on and off in Paris since 1900 taking an active part in
the intellectual lite there and acting as a bridge wath the halian
cultural scene® Here 15 the passage in which he describes the
formal and conceptual role that African art playved in the
Cubist revolution
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patural forms into his art by transhorming and distorting them—non
however in the general manner in which his teachers had done, but
e '||:-.1r|1|r=.|_l something from the particular example of each—that i
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I'he sculpture and pamtings of Bocciom and Sothcr, who both
clearly recognized the role plaved by African sculprure in the
evolution of modern Western art, nevertheless show no evi
dent borrowings trom it [t is, on the other hand, maost
surprising to hind traces of Negrisme precisely in the work of
Carra, who had expressed such a disdainful and uncom
promising opinion on the subject. T'he contradiction between
puiblic proclamation and private artistic practice can only be
attributed to the ditterence in dates and the strategics of his
attempt o assert the primacy of Fururism over Cubism

A thorough knowledge ot the works of Atrican and
Clceanic art present in Paris during the second decade of the
century, along with an examination of the chronology of
Carra’s artistic production, would seem to support the sup-
position, it not the absolute certainty, that Carra did not
remain untouched in the period from 1911 o 1916 by the
impact of tribal art on European culture, and that he examined
mare than once the sculptures from Africa in particular Carra
went to Paris for the first time in 1899, drawn by the prospect
of working as a decorator in the pauiliun: under preparation
tor the Liniversal Exposition of 1900 |n his free time he visited
the city's museums and. much 1o his delight, discovered the
Impressionists The ethnographic collections at the Musée du
Trocadéro, on the other hand, lefr him absolutely cold In
tact, he later wrote in his autohiography "As for the museums
aside ftrom the Louvre, the Petit-Palais. and the Luxembourg, |
saw the Trocadéro, which seemed to me rather dreary and of
little interest
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It is rather interesting o note that both Viaminck and
Derain, who would Later higure among the discoverers of tribal
art, also had negative initial reactions o it Doubtless they
too, like Carra, were not yet mature enough to grasp the
significance of non-Western art. Viaminck himselt states thar
after having “explored the Musée du Trocadero in every
direction and on several occasions,” neither he nor his triend
Derain had seen "among the objects on display, anvthing but
what are commaonly called barbaric fetishes and ethnographic
curicsities. ™

It was during his second stay in Paris in 1911, and wo an even
preater extent during his later sojourns in 1912 and 1914, that
Carra, by now mature and flexible as a result of his Futurist
experiences, allowed himsell to be touched in 2 positive
manner (though he denies it in his writings! by African
sculpture. In fact, abeer 1911 certain elements traceable to
African art begin to appear in his work®

The

derived from the most

artrail of Russolo, dated 1913, 15 to myv mind clearly

common type of Fang mask from
Cabon, which s made from a wooden panel, often quite large
up to a meter high), slightly curved, and usually painted
white The oval shape of the face is stretched lengthwise and
comes to a point at the chin, the elongated, pointed nose 15 a
continuation of the evebrow arches, which separate the con
cave from the convex part of the tace, the latter being limited
to the forehead. the eves are rendered by two points in reliet at
the center of each eve-socket These same elements may be
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fowind, if we ienore the hair, the beard. and the moustaches, in
the Portrait of Russolo. whose features were actually quite
reguilar Moreover, the nose is fashioned according to a model
the Cubists had already derived trom Atrican sculprure, that
is, the “shice of Brie” nose

This drawing was [!llll'l1i'~|‘1t_‘d in the April 1914 issuc of
Lacerba on page 127, which tollowed an advertisement for a
"Concerto di Intonarumorn Fuwuristi® (Concert of Fumurist
Moise-Saunds| at the Teatra [Dal Verme in Milan, to be con-
ducted by Russolo himselt A very similar portrait of Russolo,
this one by Sothci, was published on page 126 heneath the
advertiscment, it was later used by Severim in his collage La
Crociara, which also bears the date 1914

Iwo nearly identical portraits of Boccioni by Carra, one
from 1913 (p 407 and the other from 1916, show a simplifica

tion of forms that s less extreme but of the same character

I."~|"L":.I-"|”'|- the |;|r;-_=,t; semiconical nosel as that in Picasso's
Head of 4 Womare of 19099 which i also indebued o African
sculprure, although the particular ethnographic source—if
indeed there was but one—remains unknown Un the other
t 1914 portran of Caillaume Apollinaire, who himself
almast -L_l'l‘..|||'||'. |'|]_".,||I_'l;_| .11'|||||'|;-_-: ||t||x|_' 13 II‘|II:I|_‘|L|L_|_'{ arra o
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tribal art, totally lacks any reterence w such art
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The pencil and charcoal drawing Head of a Young Girl clearly
calls to mind the Fang Mask that first belonged to Vilaminck
and then to Derain' It is believed, however, that the date of
this drawing was added some time atter its execution, and that
it should be dated at least some time alter 1911, in other words
after Carra's second trip to Paris In this instance as well, the
African object in question came from Cabon lts surface
shows a hghtly modulated, shght curvature, its color 1= a matte
white that seems to absorb light, and 1ts nose is in the shape of
a pyramid cut lengthwise

The “slice of Brie” nose and the concomitant simphbcation
of the face's features, to the point where it 1s transtormed into
a mask, also characterize many of Carras works in subsequent
years, such as Woman, Womans Figure, Woman's Bust, all of 1914
the temperas The Ballerina of San Martie, Clowm, and the
drawing Head of a Gentleman (seen trom the front), all of 1915
two drawings for the Heed of a Ceentleman, the series of drawings
Feminine Head, Head of a Girl, Head of @ Woman, Head of a oy
Boxeur, and the large oil painting The Romantics with all ns
related preparatory studies

For the 19014 drawing Head of a Girl the model used was
quite possibly a Haule mask or hgure from the lvory Coast
trom which the painter seems to have borrowed the essential



1506 0l i Caias Sak

PR W T N T TR B

S

TS % 163 el Private collection, Tarsn

« 145 cmi Privaie A3

tacial elements: the regular oval shape, the lenticular eves, the
narrow but not overly elongated nose which here too contin
ues the clearly delineated lines of the eyebrow arches Several
masks with these same characteristics hgured in the collection
of Faul Caillaume

The two portraits of Remy de Gourmont from 1914 and
1918 P LR u'|.=|-;_]'| are |||_'.'||_'§1,' |-:J|._'|'|I_nh:|| |"-|:,"-,'-:.-I1|.1 their
resemblance o their model, clearly remind one of the Teke
hgures of Stanley Pool (p 4100, both in the general shape of
the head and neck and in certain details such as the nose and
ears (the latter visible in the 1916 drawing) and especially the
Hat, trapezoidal beard placed immediately beneath the lower
lip A leke hgure, incidentally, can be scen in the famous
photograph of Apollinaire’s "cabinet de travail (p 312
|

['he figure in Carra's tempera Composition with Female Figure

1915, now in the Pushkin Museum in Moscow (p 404), shows
a striking similarity to a small Lega soulpture from Zaire that
wis also partol Paul Cuillaume's collection (p 4111 The hittle
peory heures monumental structure. powerbul neck the ver

itable column bearing its egp w-.:‘l_ul-:_':,‘l head  the rectangeular
niose the cotbee-bean eves. all can be bound 0 almost idenoical
form. placement and propartion n the PAINTINE Pow 1N
bdosoow | he Leea '\.n_'.|||'-‘:|,||'-.- seems 1o have served as a point
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of reference tor Carra in other works as well The head and
neck of the temale hgure in The Star (1916, in the Zaffing
Collection in Regeio Calabria) and in the preparatory draw-
ngs seem modeled on the above-described fgure

I he round faces in these latter works and those in the three
prefhgure
the solution adopted tor the little girl in Antigrazioso (p 412

drawings of the series The Vielimst, 194—15 (p. 413

In !i‘llﬂ- '-'-'III-. =.|I-!. |'|lh'..i:". ol a wooden |'ll.'1_':['u.'l LU rts A Massws
eplierical head with accentuated eve-sockets. coffee-bean
eves, and a rectangular nose, all of which, along with the
orange-hrown color, calls to mind a3 number ot other ivory
LY |||.'|Il_|||_--. il i!ll' 5ATME | i ['lll|‘\-|||.1!||||'- |_-"-r'|'||,‘l.|l1_' FEsE EX AT
ple, the tamous head formerly in the Ratton Collection in
Paris, p. 413
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the undulations of the wood in the elaborate hair-styling of
Baule masks and Higures

Carras experience of Atrican art was not, however, limited
only to the appropriation of a new vocabulary of forms It
seems he probed even further into African sculpoure in his
search tor a rthythmical balance between stasis and movemnent
inan etlort to free essental structures by removing all particu-
lar and anecdotal elements

African sculpture clearly served as a stimulus o Carras
creation ol those compact torms, characterized by a strong
simplicity, whose culmination 1s the Antigrazioso, which marks
his break brom a widespread tradition of talse elegance as well
[ his

break was not a brief flash but the start of a process of serious

as from the vitalistic-mechanistic schemas of Futurism

critical and selt-critical reconsideration It marked a period of
growth during the vears 1915=201 which followed his encoun
ters withe Apollimaire, with the works of Picasso, Derain, and
{ezanne the Masaccio of our ome in Carrds words) and
with the works of countless anonymous artises of Black Abrica
and Clceania

I'he influence of these works, though obstinately denied by

Larrd, was most |'Ill!"'.!|"||‘.' '-'.'|1<I| ||."..| |"- Wiy
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puriied, fundamental forms of Giotto and Masaccio The
most convincing results of this rediscovery are, to my mind
[ Dhoscurr and The Howuse of Lowve of 1922 In the latter painting
the womans rounded hgure, smooth as varnished wood
seems in its calm and in the discreet positioning of the arms o
call to mind the wooden hgures of Easter lsland, some of
which Carra probably saw at Paul Cuillaume's house in Paris
T his suggestion appears to be anucipated and corroborated in

many ol the n.|r.'|'-'-'|I'_L"- frosmm 19240 and 1921

In the same pre=World War | period two other young ltalian
artists (i I de Chirico and his brother Alberto Savinio (at
the time primarily a musician), arrived in Paris and, perhaps
[I"II'III_IF'I'I the mediation of Sothci q_ll.".'q_'|||'|"-|_'|.| EVen sEroneer
ties with French avant-garde circles than those established by
the Futurists Mot onlby was the two brothers association with
Apollinaire very close!" but Faul Caillaume was de Chincos
Parisian dealer as well as the go-between in the artist’s rela
tionship with Marius de Zayas, the Mexican painter who in
1916 published a study in New York with the farsighted title
African Negro Art [ Influence on Modern Art In the advertise
ments bor Paul Cailllaume s gallery, which list the names of the
artists with works available (including de Chiricol, there s
alwavs some mention of "Abrican sculpture ot the hrst order”

Thus the opportunity tor de Chirico to see and handle
works of “art negre” and to discuss them with others presented
itself almost daily: and indeed was almost unavoidable Yer de
Chirico carcfully avoided the subject in his writines Savinio
on the other hand, admitted his fascination when he wrote a
piece on Atrican art to be delivered at a conberence. He
remembers: all this in his Sespeniess e 1913 Paul Caillaume
founded the Société des Mélanophiles, with offices on Rue
Mavarin i Paris About that time | wrote a leciure on African
scudpture tor the Sociéte des Meélanophiles, which was
recorded on a Pathé disk and given in Mew York several days
later over a gramophone ' LUlntorwnately this briet reter
ence is all we have ot the experience Despite extensive
research, | have so far been unable to locate the text, clearly of
preat historical interest since it was one of the earliest iof not
the very frst. critical discussion of this subject The occasion
im MNew York at which the record was heard was probably the
private opening of the Abrican art exhibition in Movember
1914 (hence a vear later than the date recorded by Savinio!
the Alfred Stieglitz Callery in Mew York, with sculptures sent
trom Pars From Paul Guillaume: It mav also be of use here to
note that the same gallery showed works of de Chirico thar
had been sent with the shipment of African sculpures'® and
that Stieglitzs periodical, 294 published musical composi
tions and theoretical texes by Savinio

In the paintings of the two brothers, however it seems
impossible to detect any echo of tribal ar despite all the
exposure the two had to exponents of the trend The same
nay be smd also of Sothor Bocciom Severini and RBussolo
| hiis the influence of African art on Carra's work remains an
siolated cas

| he culwral climate in ltaly in the vears thar followed did
not end o Favor the coread o mteErest n rom- Western ol
ltaly had no colonies and hence there was no market in

Atrican and Olceanic art that might have fostered the erowith
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of specialized collections For my part, | know of no private
collections of such art in laly in the hrst quarter of the
CCnTury

According to Paul Guillaume, "The most active and intel
ligent individuals championing the cause of Alrican art” in
ltaly were two foreigners living in Rome Edward Keeling, "a
charming dilettante” and Cerald Tyrwhitt (later Lord Ber
ners ), a voung diplomatic attache at the British Embassy and a
musician as well™ Cabriele d Anmunzio, prince of halian
poets, disrmssed Abrican art as but a literary vogue Leon
Kochnitzky records this in a conversation he had with the
You see,” said d Annunzio, “when vou talk 10 me
of Megro statues and Alrican masks, | cannot help thinking ol
the lapanophile manias ol the Goncouris Every epoch has s
literary pastimes Exoticism and carnivals help one to escape
the dreariness of reality, to Hee the tedium of everyday lile 7

poset i 1920

67 %52 cml Private collection, Milan

For the “X1lth International Exposition of Art of the City ot
Venice (the present “Bienmale”) in 1922, the archaeologist
Carlo Anti and the ethnologist Aldobranding Mochi mounted
an exhibition ol thirty-three African sculptures, mostly from
the Congo, which belonged 1o the Ethnographic Museum ot
Rome (named in 1925 the L Pigorini Museum, after its
tounder) and to the Museum of Anthropology and Ethnogra
phy of Florence "™ The critics’ reaction was lor the most part
indifferent, cursory, and derisory Even Anti, the shows
oreanizer, wrote inoa 1921 study on Afrecan Sculpture that he
saw 0 1t “only the manitestation of a primitive stage, with all
the childishness and simplicity of all the priritive aris” Carra
wihio devotred Fous ||||1|: articles i Il Canpeane oo the Venioe
exhibitton, makes no mention whatsoever of the Atrnican art
exhibi'?

Such apparent neglect and even outright negation did non



however, bring an end to the processes set in motion in ltaly
by the “discovery” of non-Western art It would be more
correct to say that such stimuli continued to exert their
influence on [talian art inan underground fashion, like a Karst
river, and then reemerged on a large scale atver World War |l

In 1961 Corrado Cagl wrote that with the discoveries of
the avant-garde

a boundless terrin was |_|F:-|_'|1{'|;‘| up to painters anid poets B o it
seems clear that the svylistic -.l|z1'|[:-|-:':-.|ll.-' ol |||-:|-:_|l:_'r'r'| EaInEngE, as
compared with that of the past, which was bound 10 Creco-Boman
and Renarsance canons, derives precisely from an acquired kniowl-
edge al primitive cultures and tolk rraditions Al such culmres—
from the Aruntas v the Aztecs, from the Muraghics to the Mavas
trom the cave dwellers 1o the Frruscans—lave eventually flowed
into our miodern time just as mributaries ulimately converge towand
3 Ereat river

In the many-taceted creations of this Roman artist land in
those of so many others, such as Mirko), as in the symbaolic
course of the “great river, forms and solutions proper to
Abrican, Oceanic, Indonesian, and pre-Columbian art have
torcetully tound their place, not as eclectic references but as
intimately reworked and assimilated parts

But such considerations belong to the history of our own
time, which has vet to be written It is a history of Western
men treed lonce and for all, we hope) from the arrogance of
believing themselves the world's prime movers

Iranslated brom the lalian by Stephen Sartarelh
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PARIS AND LONDON

MODIGLIANI, LIPCHITZ, EPSTEIN
AND GAUDIER-BRZESKA

Alan G Wilkinson

odighani, like Gauguin, s still far better

known tor his painting than for his sculpture,

and yet contemporary accounis by his

friends attest that Modighani had a deep-

seated and abiding ambition to become a

sculptor The dealer Adalphe Basler stated "Sculprure was his

only ideal and he put high hopes in it The English painter

Mina Hamnet, whao saw Madigliani trequently in Paris, wrote

in her memoires “He always regarded sculpture as his real

métier. T When his mother wrote to him in Paris, she

addressed him as "Amedeo Modighiani, sculpteur™ And yet

during his briet and tragic life as an artist, he devoted only bve

or s1x years, from about 1909 to 1915, to realizng these
ambitions

Both as a painter and a sculptor, Modigham was essenually

['he subject of twenty-three of his twenty-tve

surviving carvings 1s the human head [t s in these sculprures

i pOrirast

and numerous related drawings, rather than i his paimtings
that we find Modiglani’s subtle assimilation of African tribal
art The almost total lack of documentary evidence makes it
dithcult, it not impossible, to establish a chronology of his
carvings, and the same lack of documentation makes it diffi-
cult to discuss Modigliam’s debt to tribal art in specihc terms
Ve do not know for example, when he frst became aware of
African sculpture, nor do we know how extensive his knowl
edpre was Yet there can be no doubt that African art was one
of the major influences in the formation of the distinctive
highly personal style of Modiglianis elongated stone heads
Amedeo Modighiam was born in Livorno, ltaly, on July 12
1884 Despite hus later reputation in Pars as a bohemian arts
par excellence he never loarat his Bowreeois amd lewish

background. often ntroducing himself, “le sis Modighani—
il " In 1898 he began studving drawing and pamting in
Livorno. His more formal academic training began in 1902
when he enrolled at the Accademia di Belle Arta in Florence
The tollowing vear he studied at the Istituto di Belle Artiin
Venice

Muodigliani arrived in Paris in late 1905 or early 1906 and
settled in Montmartre, Rue Caulaincourt, not Far from Picas-
s0s studio in the Hateau-Lavonr The tew paintings that have
survived from Modigliant's first three vears in Paris reflect the
influence of Toulouse-Lautred and the brooding melanchaly
of Picassos Blue Period portraits The work of Cézanne,
however, was the most decisive formative influence on
Muodighani's development as a panter so obviously manifest
i The Beggar, executed during his trip to laly in the summes
and autumn of 1909

Sometime during the hrst six months ab 1909 Maodigham
moved to Montpamasse, to a studio at 14 Cite Falaumere He
asked his friend and patron [Dr Paol Alexandre o introduce
bim to his neighbor Brancusi The importance of this meeting
and the ensuing Inendship with Brancust cannot be overest
mated [f Modigham had lacked the direction or will to devore
his enermes to sculpture, the example of Brancust and his work
provided the necessary stimulus The twe artists must have
met betore Modiglian lelt for ltaly in the summer of 19068 tor
Brancus visited Modighani in Livorno, where the latter did a
portrait drawing mscribed "Brancusi” and "Livorno
Muodigliani may have begun sculpting belore his trip home o
Livorno and may also have done some canving while he was

Agamn, lack of documentary evidence makes it impossi
|
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that when he arrived back in Paris in the tall of 1909
Muodigham concentrated on sculpture and related drawings

I he sculpiure of Modighani and that of his mentor Brancus
do not share the close styliste athnities that obten ocour in the
wark ol artists living and working in close prosimity Picasso
and Braque between 1908 and 1913, Moore and Hepworth in
the late 19205 and early 19305 Hrancusi’s early stone carvings
certamly inttuenced Modigham, but more important was the
‘moral” example of the Rumanian, a sculpror who retained his
individuality and remained hercely independent of current
movements of the avant-garde in Paris Modigliani, in his
dedication to working exclusively in stone, single-mindedly
followed Brancusis dictum “Dhirect carving is the true path
toward sculpture™ whereas Brancus himself, by 1913—14, was
sculpting in various materials—stone, wood, plaster. and had
a number of his works cast in bronze. But it must be remem
bered that when the two artists mer in 1909 almost all
Brancusi's sculptures of the previous two years were carved in
stone or marble Modigliani, like Brancusi Epstein, and
Ciaudier-Brzeska, wrned w direct carving and tribal sources as
a way of escaping the overpowering influence of Rodin
l1p|;|'||t: has recorded of his friend, "Modigliani, like some
others at the time, was very taken with the notion that
sculpture was sick, that it had become very sick with Rodin
and his influence  There was wo much modeling in clay, wo
much 'mud’ The only way to save sculpture was o begin
carving again, directly in stone We had many very heated
discussions about this  but Modigliani could not be
budged " In 1909 Modigliam could not have found a sculptor
more dedicated wo direct carving than Brancusi In addition
Brancusi’s interest in tribal art undoubtedly otfered Modigliani
an alternative to the Greco-Roman Renaissance tradition

The features of several of Brancuss early stone carvings
were almost certainly the mital stmulus for Modigham'’s
mineteen elongated stone heads Significantly, the earliest
work that must have mpressed Modigliani was Brancusi's 1907
stone Head of a Garl (p 346, which the latter described as the
“first direct stone” As Sidney Geist has written "Surely this
was a head Modigliani saw in 1909 when his friendship with
o Apart from the asvmmetry of Brancusi's
carving, the other teatures—the smooth tace, clongated

Brancusi began

nose, small mouth. and the textured, incised treatment of the
hair—anticipate to a remarkable degree Modigliani's series ol
heads Whereas in Brancusi’s 1997 Head of o Girl the nose s
somewhat fat and the cheeks concave, his 1910 carving Bar
airess BF i) §200 with it |1|1|g thin projeching nosd, 15 €ven
e |._-:1-|1.'||'|4_1|'|!_'|'.' A s0uice for r'l.1u|_1|!_'||.1l1|'- l.'|-:.l':'|;!ilr-e'|.1 st
heads

I'he Twienty five  sLone CArvIngs _El,'ru:'r'.'l":l'-.' .I|.|_1'|‘.~'.|.'|,1 s
authentic works by Modighani do not represent his wotal
m_|_|||'-l:|_|r.'|| LV 1'L"l.-l_ l.l.'||| FYEFAET in- Wi hll'i.'-. Many Carvings |'|l:'
executed nor how many were lost or destroved O the
surviving soulprures, there are twenty-three heads, a standing
female hgure, and a carvand (p 4221 An accurate chronologn,
II1 1"“_"‘11 '.'\.-'-I'IFL'H Larnit |'|{ l_"-\.r_.lllll"-\.l'lﬂ_'l_‘l | ||I'|.'|r"|.-€": FeMT "I ||":'
heads were photographed in the studio of the painter Cardoso
e 1l -|||.|-.|-|._|||-.H conclusive evidence that they were exe
cuted between 1909 and 1911 Straneely, Ambrogio Cerani
assigns all vwenty-five carvings o the vears 1911-13, despite
-;u;'|'.|_|.|l Ereemenl armon _"'.||||_||i_:1 dani I-i_;'IIIE.II'\- that he con

centrated on sculprure between 1909 and 1915 or 19146
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Muodughanis stone heads made a considerable impact on a
number of artists who visited his studio Years later, Lipchitz
recalled his visit in 1912 to the studio and made the imporeant
observation that the stone heads were intended o be seen
together, and as a group produced a unique effect

I e him as it it were tsday, stooping over those heads, explaining
o mie that he had conceived all al thiem as an ensemble It seems o
e that thicse heads were cxhibited ler the carmie vear in the Salon
d' Automine, arranged n spep-wise fashion, ke wibes of an orpan w

progluce the special masic he wanted ®

."'-1-=l|.!.",:'||.'||'||- SRR |'||_'.||_‘|h Ihr_' |:11lu.||_||_l'\-_ i a I_|||_.|H'..-' ]lq'rq1r1.1|_

vision, hav = such a et rhul CIEMAanc presence thit onee seen
they are not casily forgocten  [The English POrrail paines
."'l.'.IJ,_ﬂhl:'.Ix lahn whio also '.'l-.:I:-:'\-:_! B "-1'5-'1'-”"' in 1912 5o I|l|_'
heads in terms of portraiure The two heads lohn acouired must

have been among the first carvings Modigliani sold  lohn wrote

high. Privabe ¢

lleec tinm

I'he stone heads affected me wf.l.m,r_l.'h Far some days atwerwands |
foumd myveelt under the hallucination of meeting people in the street
who might have posed for them, and that withoue mysell resorting to
1||-q_ |n|_||.'||| |'|-;'1|1-

| .h‘L' LRELEL |'|-.I|.If'l LinE acouint = 1 e [ S L1L"1l_| ipticers ol ||'||-. Hl]ll.ll': 1l
[ 1 |
and exaticism of Modighams sudio

i

s seudicn ar that tiome [ 1952 | was a miserable Bole wathin a courtyvand

and here he lived and worked T was then Glled with mine o om0 of
those lonp heads which were suggesed by Afncan masks, and one
figure. They were carved in stone, at night e would place candles on

the top of each one and the etfect was thar of a primitive emph

1_||‘\-| i :| pratesn s return o | ||:|k|-: TAMIE] |._|‘.-:' 1520 was ‘.|1|, Ll
tribal sources by artises such as Modighani that inspired him o
emibark o s own |_||.|-.l.'1r|;-_|"\- and carvines so clearly indeled o
Alrican and CUloeanic art
Althoueh it s not known when Modielian fiest became awari
=]



of tribal sculprure, he had met Preasso betore 1909 and must have
been aware of his interest in African and Oceanic are, and may
have seen works of tnbal art be had collected  Modigliani's
triendship with Lipchitz and Branoust was another link with tribal
sculprure Acconding w Altred Werner Modigliani saw examples
of Alrican sculpture at loseph Brummer's gallery and also in the
collection of the pamter Frank Burty Haviland ' One can
assume that if by 1909 Modigliani “talked endlesshe of Newro
art he would have visited the Trocadero, although no refer
ence ke such a visit exises

Most scholars have suggested that, unlike Picasso. Branousi
and Epstem, whose painting and saulpmre were influenced by a
varety of tribal sevles, Modiglan relicd onasingle regional stvle
i African art Baule dance masks trom the oy Uoast and some
wirk from negrhbormg peoples In discussing Modighanis stone
heads, Bobert Caoldwater wrote

Above Mask Marka: Mal Wood 14

i & omi high Provate collect

S w5 x 1% S &

1415 Limestone | .
| Ablyy Aldeich Bocke

Lefr Amedeo Modigliam Head
17 4 cml The Musedm ol SMaglerm Are

Il ber o memory o Mrs Cormelios | Sallivan

Mew Tork il

It b5 evedent enough thar in a sumber of his heads he s follos g ki
example of the Haulé stvle (and especially s masks) in the elongated
oval o the the almond evis, the sharphy
dthned drawn-out rectilimear volume of the nose that Tke th

lezerge shaped mouth, hardly imterrupts the smoothby rounded oure

head with narrow chin

tany
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Yer the subthe way i which Modehiam assmilaved and rans
Formed his sources makes it dithoule to-suggest a specitic tribal
stvie as the only source of inspiration Although the similaritics
between his stone heads and Baule dance masks are striking, i
st bee remembered that Fang and Yauwre masks also share some
of the stvlistic features of the Baule stvle Indeed, the thin miose
ard even more pronounced elongation of the head in the Fang
p 4 and Marka masks are far closer o the proportions: ol

Maodighanis stone beads than s the Haule dance mask mentioned



above, closer, indeed, o the exquisitely stylized it somewhat less
In all probabilicy Modigham
thus

elongated Caro masks (p 419
worked from his memaory of Abrican art be had seen
keeping his distance trom his sources. If a carving such as Head (p
4181 was indeed |||=.[:I||q_'-s,| by Baule dance masks, Modigliam
radically altered the oval shape of these masks and created a thin
axlike head that has no stylsnce precedent in the<e African
prototypes (except in certain Caro masks) Ciaven Modigliani's
hmited subject matter it is extraordinary how each ot the stone
heads artains its own charmcter This is explained im part by the
tact that Modigliani was also influenced by several nonerihal
sources Coldwater has remarked on the similanties between the
treatment of the hair in some of Modiglianis heads and Archaic
Cireek sculpture, and also observed that ther pinched smiles are
rermimiscent of Archaie Creek Kore Bgures or the more senduous
features of Khmer sculpture 14

The only known works that Modighan almaost certainly based
directly on examples of African soculpure are three sketchbook
drawings one of which is illustrated below The positioning of
the eves close 1o the wp of the elongated nose;, the small mouth,
and thie inner line that dennes the right ear and gives the head a
serse of depth clearly indicate that this drawing was based on a
Haule mask “Whereas in many of the numerous preparatory
drawings for the stone heads, and in the sculpures themselves
the influence of Baule dance masks is well assimilated and blended
with other intluences, in this sketch we have concrete evidence of
Muodiglianis special intere<t in the elegant. refined carvings from
the Ivory Coast

Unly one of Modiglianis stone carvatids has survived (p
422} although judging by the gouaches, drawings, and water-
colors of the period, this was one of the artists favorite sculpture
subgects. Just as the stone heads were concerved as a series (seven

Ahove Amedeo Modiglaim  Pade lrom a
Yhrikbosk 1914—15 Bed cravon 133
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wiere shown at the 1912 Salon dAutomne as Tetes, ensemble déco
il |, Modigliam likewise envisaged, but never realized, the
carvatids as a group, which he referred to as colommes de tondecsse In
st ol Modgliam's drawings of carvatids, the laces, though Bess
elongated than in the stone heads, soll retain leatures distantly
related o Haule mashks Just as Modigliant integrated a oomber o
disparate sources in his stone heads, the carvatids appear to me 1o
relate o both tnbal and Buropean art The stone Caryalid m The
Museum of Modern Are has been compared o Luba swools (p
4231, and in certam respects there are ssomlarties, though it s
almost impossible W imagine thisr Modigliani could have seen
Luba matersal in Parns at that ime In Modighams carving, the
way in which the hgure i< compressed between the Hat lineel at
the wp, supported by upraised arms, and the botwem of the
sculpoure s certainky reminscent of the tribal works in question
But i this carving and in all the related drawmgs, the bodies have
a contrapposto, twisting pose which is totally toreign o the
fromtal symmetry of the Luba standing and kneeling  hpures
indeed, 1o the carvatids of aother Atrican peoples as well There i
also no Atnican influence i the full, sensuous, rounded farms o
the Bpure in Maodighanis Caryalid The pose, European rather
than Abrican in ingpiration, recalls cuch well-known soulptures as
the marble Crouching Apbrodite (Roman copy of a Hellenisti
bronze of ¢ 275 B«
[ hnomaass Charolenr of 470-75 R

in Copenhagen and the marble Mayeridos,
in the Olympia Museum
Cireece In both ancient carvings, the hgures are kneeling on the
right leg. with the left leg raked This positioning of the legs
occurs in Modighams Caryatid and in many of bis drawangs ol the
same subject

Contrary o the generally accepted view thar African sculp-
mwire was Modighani's main source of nspiration, Edich Balas
arpues that his “main’ stylistic source was the ancient art o




Egypt ' She quotes trom the memoars of the Russian poet Anna
Akhmatova, who in 1911 was the sculptors neyghbor at 14 Cané
Falpuiere

I 1901 Mediglam was madbe i love with Bevpr He ook me 1o the
| aphnn secthon ol the Lawrvre. he assured me that evervibing else
oul e reste—was tmworthy of attention He drew myv head w0 the

headdress of an Bgypiian princess and in that of 2 dancer @

While Balass arguments read persuasively, they are supported by
very selective examples of Modigliani's drawings and sculptures
She relates the breast and abdomen of the stone Standmg Nids
Madiglianis only survving carving apart trom Caryalsd to repre

sent the entire hpure | w Egvptian art and compares a number of
drawings o examples of Egyptian art in the Louvre

Caven the imited repertore of Modigliani's sculpture, it s not
surprising that his work, although it deeply impressed artusis such
as Epstein, Lipchitz, and Augustus lohn, had relatively lictle
influence on his contemporaries. We can, however. point o 2
number of works by other artists that relate to Modigliani's stone
heads In Lipchitzs 1903-14 bronze Mother and Cinld (p 424 the
thin nose and elongated head of the mother were undoubredly




influenced by the proportions of Modighams heads In Epstein’s
Mother aod Claild of 1913 (p 43%) the head of the mother is related
to Fang sculpture rather than o Baule masks, which were
Modiehams source of insparation. MNevertheless, Epstein may
well have been inspired by his trend's work, which he had seenin
Pares the previous year

It is generally agreed that Modighan abandoned sculprure and
reurned o panting about 1914 or 1915, though his daughter
mamntained that he continued --.L||p:|n|.' until 1916 ' Vanous
reasons have been given as o why Modighani gave up sculprure
ill health, the ph’-.'xu al ettort rvalved 0 carving, and the dith
culty of ahtaining stone during the war But unquestionably the
s or seven years he devoted o sculpure were w inthuence the
stvle of his portraits of 191520 The most striking example is
the ¢ 1915 ail Lela de Malence, which i tar more a re-creation in
two dimensions of his stone carvings, such as the Tate Callery's
Head (p 418} than it i< a representational porerait of his model In
many of his later portraits he leaves the eves blank, a feamre
found in many of the carvings This gives the paintings an
alootness, a kind of distancing from the model, that echoes the
mysterions character of the sculptures

CM all the major artists of his generation who responded 10
Primitive art, Modigham was the least expenimental and daring
The demonic power, the often overt sexuality, the extraordinary
bormal variety, and the inner logic obten wtally divorced from the
representational considerations found in the European tradition
these were the characteristics of tribal art that had such a
liberating and tar-reaching influence on the work ol Picasso
Brancusi, Epstein, and Moore. But just as Modigliani in his
paintings consciously retained his independence from the work
of Picasso and the avant-garde, o in s assimilation ot the
Primitive he kept his distance trom his sources

Perhaps his attraction o the Baule style can in part be
accounted for by the fact that these tribal masks are said often o
represent secular portrate of hiving persons. Modigliarm will long
be remembered as a portraitst, particularly tor his paintings ol
and

Lipchitz, Apollinaire, Frank Burty Haviland, Rivera, Laurens

his Iriends, patrons fellow artists: Picasso, Brancus
and Callaume. As Lipchiez remarked, Modigham could never
forget his interest in people “This is why Modigliani, though he
admired Alrican Negro and other primitive arts as much as any ol
us, was never profoundly intluenced by them—any more than
Cubism He wok from them certain stvlistic traits, but was

hardly affected by their spirit 5

I'he work of lscques Lipchiz is characterized by extraordinary
-l;'-.-'||al1|_ ,,||'|I;J_ oI .-j_'|.|'|:|r|-;_ |_||'-.'|,"-.-'I,'h,' s |,'.||]\,' |l|-'.|','r;- 1A=k
Wire |_J|'|.1|_1'-.-¢_'|"-[L||-ﬂ_|'\.1|-.-|I|._||I-..!|'u_| heure smudies i the tradition of
."'.1.I|||l|| :'!nl_‘l |.:'|_"\.|,|'.l||_| HI_I'_ I_|1|_"\.|._ WETE SO0n tollovwed. in 19 3—14
by radically ditterent work that retlecred his TN INEFeST I
tritaal art and acher nom-Eur AN SOURCES | I hitz < major con
I:rl’!‘:-lltlllll (' Ii'||' |'|"-I-.-I LR r-.~\.-:'r|I|l:'r|'| CENDUrY SCLPRIITre Wik
uncuestionably his Cubist bropzes and carvines of 199522 in

contrast o the unemononal purity and abstract character of
Lipchitzs Cubist work, his later sculpures, which obtén depict
biblical and Jewish subjects, impress us a5 having a tortured and
Barooue intensity

In |'|I- early vears when tribal are was one of several mago
mthuences on his sculptures, Lipchitz kepe a deliberate distance
Laermar

trom his sources Caoguin, Picasso, Brancus: the
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o Primitive soulpture in ways that appear more direct and
mmmediate  Lipchitz, by contrast, described his contact with
these works merely ac “encounters. ™ and showed lictle inchna
tion to extrapolate specinc stvles In the introduction o the 1960
exhibition catalog The Lipotwtz Collecteon, he asserted, " was not
exactly looking for a direct influence or a source of inspiration
but onby to enlighten and enrich my creative sparit "

Indeed, Lipchitzs borrowings from tribal are are so well
assimilated that we can rarely idemiby a tribal sivle, let alone a
specitic Afncan or Oceanic carving, as the likely source ol
mspiration o pomnt of departure for one of his few primitivist
sculptures Moreower, there i little documentation of what
specilic works of tribal art he saw during his formative years
1909<14 In a mumber of sculptures completed between 1913 and
1926 the mumation of tribal influences s obten overshadowed |y
the more domimant impact of Cubism, and of the work of his
triends Brancusi and Modighani In his few published commens
about the infhience of tribal art on this work, Lipchitz wends
either o express dissatistaction with a work because 1t has wono
much tribal influence, or to minimize the influence He describses
laconically and m the most general teems certam ol s sculptures

as reflecting his interest in African art or merely showing
resemblance  For example, he thought his 1913=14 Mother and

I rll.I.l Interesting |'||:I e i =_|'|-_! 1t ¢ |*-'||ﬂ'|'.' 1% A0 Le ki |||_-. HLEEY]
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the heads” He goes on w add “Although | had been collecting
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Lipchitz was eighteen when he armved in Panis in October
1908 from s native Lithuamia Unhike other foregen artsts who
settled in Paris—Picasso and
Modigliani—he had no previous academic traiming [n 190910
Lipchitz was enrolled at the Ecole de Beaux-Arts and also
atended sculpure classes at the Académe lulian and drawing
clisses ot the Académie Colarosst He was at first not at all
responsive 1o the work of Impressionist and Post-Impressionist
artists. In his early months in Panis, a friend took him to Vollard's
gallery Years later, Lipchitz recalled

HF.]I'H. LELY Arg I‘I||'.‘l.'l'|i‘.‘i.l

I cam still feel the sour taste with which thie pamtings of Renoir left me
andd the: complete blindness | experienced in tront of The Strugale of hicob
.m.l' .'r'-r -'|||_|.':| |1l.' I:..._1|.|g|4|1'| | Aalef cvery hime | g [E 1|1I~\. PANTING agam |
WAL .1\|;|,:l||1~.|'|1;|,i at how | |;|:4,|.||;! |1._‘|".'4,' tailed o see what it represcnts
How raw | was when | brst came o Paris 22

The tew surviving works trom Lipchitzs first two years in
Pares, such as the 1910 Seated Nisde and the 1911 bronze portrait
The Poet and Painter Cesare i;‘-l.'_l'l-'F?"ll."_I"Il'l".‘. reflect the tradition of Bodin
and his tollowers rather than the contemporary carvings and
bronzes by Picasso, Matisse, Brancusi. and Modigliani  But
within two vears Lipchitz had murned his back on the nincteenth
cenmry and quickly assimilated contemporary developments in
the work of sculptors such as Archipenko, Brancusi, Boccion:,
and Maodigliam, as well as the Cubist work of Picasso

According to Lipchitz, he became interested in tribal art in
1909, the vear he arrived in Parig, although its intuence on his
sculpiure was not manifest until 1913-14 In the catalog introduc:
tion to the exhibition of “The Lipchitz Collection” at The
Museum of Primitive Art, New York, he wrote that he began
collecting Arrican tribal art in 1909 three or tour years belore he
met Picasso, Branousi, and Modigliani He also admitted some
early ignorance of what he was acouiring
Your will hnd at this exhibition, among other sculptures, a wooden
painted Dahomey cup which | bougrht fbv-one vears ago | 1909 | was
SR 1T Was E!_':..'FI';I.[.I'I It wae x_||1|1.-' a vear and a |'|.1|| later while WISIIENEE
the Trocadéro Museamm, that | bearned thag it was negeo. And so, by
mvsell | discovered negro art, of which | soon became very fond

The year 1913 was crucial and transiional in Lipchitz's
d::\'t'hnpmz'nl His friend Diego Bivera introduced him to Preas-
sa, he had already gotten o know Branasi and Maodigham In
the previous vear Lipchitz had exhibited at the same Salon
dAutomne where Modigliani showed seven of his stone heads
inspired by Baule masks In 1912 or 1913 Lipchitz moved into a
studio next door to Brancusi The sculptures of 1913, which the
artist has described as “my proto-cubist phase 2 clearly reflect
the abrupt change in direction of his work which was undoubt
edly stmulated by his contact with Picasso, Modigharm, and
Hrancust In tramsitional works such as the Dawcer of 1913, the
calm, almost Maillolesgue namralism of Preguant Woman of the
previows vear has been replaced by more angular simplibed
borms, particularly m the flat plancs of the wrso

Cne af the first sculptures to reflece the very generalized
influence of Atrican art 15 the bronze Mother and Cinld. which the
artist said mxy have been made betore bis trip to Spain in late 1913
or early 1914 Mention has already been made of Lipchizs
dissatisfaction with this wirk because of its putatively specihc
Atrican quality The Hat, tmangular nght breast has amy numbes
of prowtypes in African art But whereas the artist described the
heads as African, they seem o me o relate more o Branoust and
:"'-1-:.r|i||_'|l.'|r'|1 Ir'. ‘.I"|r_' -_|| I E lear "|f|'||1|l _|1|.J' | |II|I.J |Fli_' -.|||'-||.|||||r_'-

with the work of these artists are even more striking The thin
face and clongated nose and neck of the mother seem like a
paraphrase of Muodighiam’s Baule-mspired stome heads, while the
round, simplihied head of the child is closely related o Brancusi's
numercns sculptures of thes subject, such as the 1911 marble
Promeths

Still, in a sculpture such as Mether and Child, the question of
influences is indeed a complex one, and o restrict the discussion
tor trabal and contemnporary sources leaves us with an icomplete
understanding of the genius of the work In myv opinion Mather
and Child enwes far more 1w Egyptian ant (considered “primitive” in
the early years of this century | than it does w tribal art and 1o the
sculpture of Brancus and Modigham  The head of the mother,
shown in prohle but with the right eve depicted fromally. clearly
derives from Egyptian art Her long neck and thin arms, the way
in which the lett leg projects almost horizontally from the body
and the almost vertical position of thes leg trom the knee w the
toot must have been inspired by Egyptian sculpture, such as the
Eighreenth Dvnasty imestone reliet of Bing Akhenaten holding
Princess Mervtaten, in the Egyvptian Museum, Berlin Further
more, the heads of the mother and child, although formally
indebted 1o the sculpure of Modigham and Branousi respec
tively, relate to the proximity of heads in the Egvptian reliel It
seems strange that Lipchitz, while openly acknowledging his
debt to Egyptian art in his 1914 bronze Girl unth Brard. made no
mention of it in his discussion of Mother and Child. Civen the
dominant Egyptian rather than African influence on the latter
soulpture, his dissatistaction with it should have stemmed not
from s “specitically Negro quality” but from its Egyptian
characteristics

Lipchitz did not have the same reservations about the Mather
aed Children of 1914=15 that he had about the slighthy earlier
Maother and Cinld

L the works of this period, ivis one Fparticulardy like 1tis of interest to
me for a mumber of ditferent reasons, which | understood anly vears
later i retrospect Phere is first of all the mather-and-child theme,
deriving from my teeling tor my own mother—a theme, as | said. w
which | hawe returned again and agaim There 1= the absolute frontaliny
af the BOOLID, vEry different from the arcular movement of the Wosem
||'I|'r"' f‘r:’r’_lll.'rlr (] ’.'|'|-:' |'.:'.|ru fr "|.|‘||'||:' imay he some r1_'I'.l|'-: Lo ol iy Imke ek
in Abrecan art in this frontality, but | think that the klea developed

wneonscioush: from some recollecrion of 2 Fussian Byzantine woon of
the Madonna and Child +*

As always, Lipchitz's reference wo African art is generalized and
he is reluctant to acknowledge affinitics berween Mother and
{hildren and mbal art Deborah A Stone however has. chal
lenged the artise’s denial of African influence

Annther ingredient in the sovle of Mether anad ©bildren st have been
the joint intuence of Brancusi and African wood carnngs: Lipchitz
denied any such mfluence, vet the vertical organization, anpular carved
stick-like armme and even the bent-knee pose recall both
Firanmcusis earby wiond --.||‘||:-I||.'|'- such as The Fost Step, e 1 1913
and Little Frach (ard of 1914, and their probable Atnican prosorvpes
There s abko a Dagon tvpe of group in which one boure carries
another on his shoutders, strikingly like Lipchitzs compasition, whils

B3] .|r'||=-I|"||_'r LOmMIman thpe i1 H.a | Liba Carving.- a i Fict] g |'.-.-||_'.- Pk |'||'| i
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stonl with arms cuestrerched w0 the side amd TR [ 1 ez STERE

does *®

Tempting as it is 1o speaulate on these possible atfinities, Stort
provides no evidence as 1o where Lipchitz could have seen Luba
sculpture this carly, we do know that he subsequently admired
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In Mother and Childre the head of the mother and that of th
child held aloft recall the work of Modigliani and Brancusi
I-:'-|"-I'|.I'-'-.-!'|‘. '|,|:,_i_ .I!-'.I'IIII.II.'I'I ".I,'-|il;l ,|l|.I. {Hrlderm and ||'--Il.'|r'|x
draswing Totem of ¢ 1913 p 4331 were undoubiedly made
independently, they are impressively ssmilar in the way in which
the figures are locked wgether in a vertical structure, with, in
cach case the child held above the mothers head

It is important to stress again that for Lipchitz, as tor
Madigliani, tribal art was not the only non-buropean source to
which he looked for mspiration. Lipchitz’s debt o Egvptian art 1s
again, and this time by his own admission, clearly evident in his
1914 hronze Girl wnth Brad (and s even more direct in the
preparatory drawing of the same year. Girl with Braided Har, in
The Museum of Modern Art, Mew York) 7 Inowriting about thas
~.._|_i_||-.|_|,|-;.-_ VEATS !Jn;: | T hits was far mare I||r|5.1|'|-,:|'r. absoat 1S
formal rapports o Egvptian art than he was in his comments
about the relationship of his work 1o tribal art
| was. alzo verv conscious of the examples of Epvptian and archa
L.reek st _|||-'_|__|-; In s desire to move mway from the classical and
|3;|-||_-,| sl TS0 ',:,:_,ll',n,:r' I l.f'hn\h | had been traimed. & was patural that |
Jionld look 1o these more ancient ultures, which also had a particulas
relevance to the findings of the early vears ol thie wentieth cen
LTy Ihe Eeyprians and archa Greeks also used the mulople
points of view that the cubists had adopted  In the Girl wtl Briad |
even nimed the head in profle and depicted the eyes in full face in the
Fgyptian manner Thus, 1t i possible to see the many ditferent roos of

iy cubism

If the suddenness with which in 1915 Lipchitz adopted the
Cubist idiom in his sculprure s somewhat surprising (see Intro
duction, pp 51=53), it must be remembered that the sculptor had
at hus disposal, in the work of Picasso, Brague, and later Gris, a
ready-made vocabulary with which o begin While almost all
Lipchitzs Cubist sculptures and reliefs made between 1915 and
1925 relate iconographically and styvlistically o the work of these
three artists, a few sculptures appear w have very generalized
athnities with tribal art The direct influence, however, af Primi
tive art all but disappeared from Lipchitz's work of this period
Arid again, as with the bronzes of 1913=14 amy tribal athinities
cannot be traced 1o precise sources  The proportions of the 1915
woid Detachable Fignre—the way in which the head, long neck
md torao rse vertically above the two carved blocks, attached to
the souat lege—have remarkably close stylistic athinities w the
Eambe stele in the Detroir Instioute of Arts. But Lipchitz never
mentioned tribal art in his descriptions of his Cubist work of
(G5 :"'-‘ |-:_'_|-|||_| |'||_' IASISLE |_| :||.|‘_ |_-:-|'-I_-'_||'|'-| IFArSY SCPCes WEerNe [|'||_'
key 1o the development of his work of this period "Certainly |
was intleenced v mv ideas by cubist painting which had ore
ceded me, particularty that of Picasso” Lipchitz wrote "W hen
artists are living and workine as closely woeether as we were in
those vears: they are all absviously influenced in somie degree by
one another. they all derive motite lrom one another ¥ He did
not consider this a matter of imitation ™ were all workine with

Commman Lymeaie andd |_"-|"-|- sringe the vocabulary of thar lan
IRIAEE RN ||'|--

[he 1937 Seated Man 'p 511 was |||‘\-.||'I_' WTOTE a4 Mg
departure bor me, composed as it is from simplibed rectanoular
Tha=5E ;.;I:I i WA ii"l': cnbire borm x:-ll-.!l-.' -_|_||l'| i Z|'|-: ||Z:'I..|
senses rather than traditionally cubist with the heure froncalized
chagonally on the sguare base the vertical masses pulled

K arm Mevertheless the
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sculpture dosss have athnities to tribal art, it not to a specihe
SUHITOE ]'h: |.1:r'-.r.'q.|. ANMms .3I‘||.1 II1-'.'I=-'.'|.] |II1;|.!-:'H. ERCCLIT I NEIMEronls
styles, from Maruesan Tikis to Fang reliquary fgunes, while the
simplitied blocklike structure recalls the more geometrical
Diogon hgures (pp 50, 273

Lipchitzs work radically changed direction in 1926 when he
executed the hrst of what he calls his “transparents” This new
direction moved. he wrote, from the solid, simplibed forms in
works such as Seated Man of 1922 1w “plaving with space, with a
kind of open, lvrical construction that was a revelation w me ™3

In one of the saulptures related to the transparents, the 1926
Study for Figure the maguette on which the larere 1926—30 Figure
lett) was based Lipchitz remurned to echoes of tribal art This
macuette had itselt evolved from a small bronze sculpture of
1926, Plasamgnach, named after the resort on the Brittany coast
that Lipchitz visited during the summer of that vear He had been
intrigued by the rock formations offshore—by the way in which
large stones balanced and swaved on other stones which had
been eroded by water This delicate equilibrium s captured in
Plowmanach from which two maguettes for Fagure evolved I the
st of these, the rechmng hgure i reliel was retained in the
upper portion of the sculpture Then, as Lipchitz wrote

| st have bepun o see this as a primitive tofem; forin the nest sketch
| transtormisd the upper part imto a head with an indecation of staring
[ This was the EETEas o I|'||_' prial Eranir 1926=1930) 3 wiirk Ih.|!
*\.llrr||'|1.'|||:'|_'-:_| many of my ideas -:_|.|.I||'|i,: bhack o 1915 “-;['\-l'\-:':rll.'a”'-.- 14
pulled together those ditterent dircctions of massive, matcrial front
ality and of acrial openness in which | had been working during the
19 |t abon very clearly a subpect sculpture, an image with a speatic
and rather tmghtening persanalitye ™

Again, Lipchitz seems determined o minimize the influence of
tribal art “Although the Frure has been associated with African
sculpture and the resemblance is apparent, it is now evident to me
that it emerged, step by step, from hndings | made in my cubist
and postaubist sculpiure over the previous hitteen vears”

O all Lipchitzs sculpoures that reflect the influence of tribal
art. Figure. with the hypnotic, staring eyes, comes closest to the
|,]|_'r'|'|l.=l‘-|q_' prescnce hu,|r'||_| I |:'|q_'.:|'\.~.| 1% '..'..'IIFI\. of N7 =5 |:'|,M-_'\-_||_:|1'|.'
the projecting, ovlindrical eyves of the Frgure derive from Grebo
I'r‘|.':-.|-.- [TCFTY ‘.|'||._' [ iy [y sl F'rll_'.:l'\-\.u::l ||'.l.'|'||_'|_| hl,|-,_|‘1 |1'|,|'-.1an [ 2k
305, and Lipchitz would almost certainly have seen them. Both
the proportions of the Fuure and the symmetrical, transparent
mteriocking loops between the head and the base are remarkably
Close to the U ook lslands statt i wd in the Cambrides Llnsversicy
Museum of Archacology and Anthropology (p 4271 Also, the
frontality of Lipchitz's Fagure and the way in which the outlines of
the bady are composed of a series of rhythmic arabesques
alternating hollowed-our spaces with solids are distinctly reminis
cent ol certaim Mew | AIINEE NEUre carvings Lp b5

Lipchitz's debt to tnibal art was, as was also the case with
Epstem, short-lived  His comments minimizing the influence of
Yrican art on his work should be seen less as a denial than as
honest self-apprasal Although tribal art did not have a lasting
impact on Lipchiezs sculpture. he described his interest in col
becting it as a htelong "passion ™3 The 1960 exhibit of | ipchilzs
collection—trom Africa, Oceania, and the Americas *—at The
Museum of Primitive Art in New York was a Atting tribute to one
of the most important artist/collectors of the twentieth contury,

Wiood and s T M oem) heh Collect W il

Melale and female heads Bapa Cannea Wood 17747
¥ulla Lipchiatz, Mew York Formerly collection lacoues Lircwme
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In 1902 when the American-horn sculptor lacob Fpstein arrved
in Paris for the first time, he was twenty-two and had already
rrained for several vears at the Art Students League in BNew York
Epstein staved in Paris for three vears He studied at the Fcale de
Beawrs-Arts and at the Académie lulian, modeling from life and
drawing From casts of Michelangelo's sculpture. But he
developed a contempt for academic teaching " The academy was
the same as all academies You know the depressing pseudo
Cireek work that wins medals and distinctions and sends ns
Creators to Home | ing these vears in Faris he saw the work
of Cauguim and van Caogh, which offered him a clear alternative
to the teaching of the art schools In his autobiography he
recards those soulptures in Pars museums that most impressed
him | hese were not the classical Greek or the ltalian Renas

sance but tribal soulpture, prehistoric carvines, and  Archaic

( .|-:,'|,'L LIt

Visaes o the Lowsere opened me oves The preat storebouse of pantma

indd sculpiure held me Tor davs an end I e prrcsadlings throweh th

Lewmre, | disconvered works which were noeac all famious chen, but e
vilndes soulpiure, th
OISt il II\. RN g]
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It srvcewed | pelien visited the Trocadero durine bes fivst vear in
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Viaminck, Derain, and Matisse did Epstem recalled having seen
a private collection of tribal art during these birst vears in Paris
buit i all probabality this encounter took place only in 1912 “Paul
Canllaume had st commenced his collection of African sculp
ture, which was not vet popular, and had only been discovered
b a few artists and writers ™ Unlike Picasso and Moore, whiose
painting and sculpture were inHuenced by Primitive art soon atter
thew discovered it a decade passed before Epsteins work whas to
reHect athmities with Abncan and Oloeamic ar

I 1905 | Pl res |!.'.-:_'g|: [ LB ~.|_'f.[|-:_ in | r]-_-].il'u.,l | l|._' moneecl b
London and tound a smadio in Camden lown 1IE as he wrote he
had anv 1II1_L:k'III1[J dowibis alscit his decsion oo leave Parss, "a visi
I :|'|-;_ |':r1‘.|-.|'| '.".'ll_.:'hl_'l_:ll'l ---;_II_!-|_'|_‘| |5I{' matler lor me ul |I'| |'Z|I'|--
|_|'-x|,|:_'||| has <aid. it was in the Lowere where he tound his meal
InspMration, in London it was at the Brivsh SMuseum, He recalled

Sy aim was o perfect myself in modelbng:. drssimge and carange, and it
| had
done a new prece of work Feompared it mentally with what I had seen
it the [T

You conbd pass whabe dave there and mevie
i1 1

witd at this perod | sasived the Britesh Museum, and whenever

[ ; |
by wisioed by soulpaors
arulp
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Suseum rich collections are rar
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the Ehzabethans or a composer of music diliberately aveddeng Bach

and Heethowen' Early o, about 1990 | was rremmendousty imterested m
thee g Markl

el thie vast and wonderial colle

sard Uireek soulpiune. and later in the Bavptian rooms

m Falymesia and Armca ™

Iy retrospect it seems strange that Epstein did not inchuds



Assvrian art among the soulpture he admired in the Britich
Museum His second commissaion, obtained shorthy ahter he had
completed his notorious Strand statues of 1908 tor the Britsh
Medical Association bullding, was 1o carve a large omb lor
Cscar Wilde 1o be erected in the Pére Lachaise Cemetery in
Paris This was almost certainly Epstein’s hrst sculpoure 1o show
||"|l: -\.,|_||-L-q,| ||'||'.,|I_'||'._L' W e El_:rlll_"l_'.l'.l art l'|_I|.I|l|||_||'| il rI‘I'. ITE1%1

TR "-."l. |".|_1|_'x -:_'l'.l_|1|_|-|.h|-|||_ .5|_1r1||1l.'|= '-.-.:u_lld |'|.'|'.-._ |'.L.|':_‘| ik { .I'|'|."|x

santh standing bv a broken column ™7 he decided 1o make a
O -||1|1!|_'£-;' Break wirth Burn pEan |'-|4_':._|_'|_|l:_'|':l_'-. and based the tomhb's
‘!1-'-||_'||I|I_,_|'I l.-.||'!_'|_'|_‘| II:_'I_||:|_' l.\_l\.'\ll'!'l['l.ll_"!l_'l_‘l in 1911 on aone af the
Assvrian colossal human-headed winged bulls in the British
Sivseum The tomb s the earliest l;,"'“'ll'l'll""ll:,' n z..|"."'\-|l.'“=r'l"- wik ol
iz divergence from the Greco-Roman tradivon Like the Strand
statues, the Wilde womb was carved in stone, the choice o
material no doubt dictared in part by the Assyrian prototype m
the British Museum Also, the preparatory drawing for the tomb
c 19100 i its overt sexuality—ithe phallic shape of the sphinx
whispering into the car of the poct, the couple at lower right
embracing. their tongues locked together forming a sinuous line

and beside them the smaller of the two fures tondling the
others breasts—anticipates Epstein's highly personal interpreta-
tions of tribal art in his drawings and sculprure of 1913

Epstein spent the summer and autumn of 1912 in Pans super

vising the installation of the Okcar Wilde memorial During
these crucial months his renewed interest in tribal art, which was

: i 3 !
ty have a p'.ulf.r.md it short-lived influence on his work ol

1913—14, must have been sparked both by the collections and the
primitivism in the sculpture and pamtings of those artists he met
for the first time in the French caprtal, among them Picasso
Ortiz de Zarate, Brancusi, and Modigliani. Epstein associated
maost aften with Modiglant 1 saw him for a peniod of sic month
daily” wrote Epstein, “and we thought of hinding a shed on the
Butte de Montmartre where we would work together in the open
air, and spent a day hunting around For vacant grass plots for huts
but without result ™ He visited Modighanis studio at the time
when the Italian was concentrating on sculpture and related
drawings inspired by Baule masks and saw the long stone heads
infuenced by this sovle of Primitive art Epstein also wisited
Brancusis studio and almost certamby saw works such as The Kiss
of 1907 the marble Sleepmg Mise of 1910, and the marble
Promelbeus of 1911 He was aware of Brancusis attioude woward
tribal art. “African sculpture, no doube, influenced Brancus, but
to me he exclaimed against its infhience. One must not imitate
Alricans, he often said ™ It was Epsteins contact with these
[he

1912 vigit was followed by a brief burst of creativiey during which

driists '.I"I.I’. !lli'."il|"ll-l'.{'|.‘| d I.II'.|I'. .2| Ll'l.il'l"-,_:".' in I'I"-u --~'-.1I||!-||.-fl

until 1915 he produced an extraordinarily onginal body of work
miluenced by tribal art

Epstetn produced little soulpture during these months in Paris
He found that the continual interruptions made it difficult o
concentrate on his work T remember that when | had taken a
stuclio and started carving, no sooner had | eot started than my

I':'.'Ef.{l'lq"-i.l'n.ll '.'.'l'lll |I".'|.'l.| !"{'Iﬂ'.'. -.1'1|11|1|.1'm'-.| al my |'-.=.I'1I'|'Il. Timgye. ™




lacab Epstein Hirth 1913 Siome, 12 % 1047 (3006 = 266 cml Art Gallery ol

Uingaric Toromio [PHERC Fase

In the autumn of 1912 he deaded 1o leave Paris tor good and
reurn to England

| rented a Bungalow on the Susees coast at the wolitary place called
Perr Level, where | could look ouit 1o seaand carve away o mv heart’s
content without o r|||1|1||]_' ascl Iy was ||-e;:|; | Carved I_hl_‘ ""L"l_'|1|_|- : Ih:_'
three ETOHs af divves, the vwo Qemite carangs and the marble "ot e
and Child ™7

According to the sculptor, the Pett Level period lasted for three
years, during which time he produced a group of drawings,
carvings, and The Rock Dinll which are not onlv the most
primitivistic works of his career but also, in retrospect, the most
important | hey include two carvings in tlenice; Birth. Mother anid
Child, two marble Venuses, three carvings of doves (p 4351, and
the plaster Bock Dirill, Later cast in bronze (p 416

Although no documentary proat exasts that Senflower (p 430
was executed as early as 1910, 1t has been assigned this date ever
since it was first reproduced *® |1 in fact this date s correct, 1t 15
the earliest example (and an solated one) of the influence of tribal
art in Epstens work Caoldwater has written that the influence of
Fangr sculptisre

e alreadsy to be found in "'||'I|'.'-.'|.'-l a0 it is i 1ImE nock owval fice
single curved line of pose and evebrose and small, withdrawn mourh: If
in deference o the subject the petal-hke surrounding mass s mone
paggred than m the toeer Beagds, 8 nevertheless frames the tace in much
'.III" R TIE "'h'l..'l".'I ’

| he features ol 1_|'||;_- Face of i 1‘:-*~I|,".|'|'=~ “'|||.'I|'|'-||'|'| | |r|I'..||_|||._I S |._|| ol
Caoldwaters observations [The incised eves are more <ell-con
tained than continuous with the nose and there 15 no mouth ad
all Nevertheless, his reference o Fang sculpure s relevant
Accordine o lobn [Dommse F]I'-..I_I_".H .||_r||,|1:|_1| his first work ol
African art from Paul Canllaume, probably during bis vasie o
Faris im 1912 % Lady Epstein tald Williarm Fagp that the hrst prece

he bought was a hall-length Fang sculpoure, cut ofl at the wasg ™!
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[his intormation LISt that Sumflosper mught in face date from
late 1912, atier Epstein’s remrn from Paris, or early 1913, certamly
there i a close relationship between Sunflower and such Fang
reliquary heads as the exquisite one from Epsteins owm collection
reproduced on page 430

I'he double halos of pointed, petallike forms surrounding the
head in Sunflowrer are features found in a number of tibal styles
from both Africa and the Paahic lslands a Yoruba lanus head
a double-faced Baule mask. a mask ot Elema, Gl

'lII.I'\-‘II l\.'\ll

interest in this resard is an sl type of k.ota reliquary head

clrees P 4 1
of Papua (all in The "-.1c-:|'u|'-n||l.'|.-1 Museum of Art
p 431 Hence the dithaalty in inking this aspect of Sunflonrer 1o
a speaific tribal style Ihat Epstewn again used the petal monl
around the head at the top of the center drawing in bis Study for

[Te Rock Diedl of ¢ 1913 (p 440, and more forcetully in the sty
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done about the same time, and not as early as 1910

Almost without exception, Epsteins drowings and sculpiure of
1913=14 focus obsessively on themes of sexuality. copulation
pregnancy, and birth The extraordinary trankness of Epsteins
treatment of sexual and erotic imagery has no precedent in early
wwenticth-century art |t does, however, bear witness 1o his
tamiliarity with tribal sculpwre, which tvpically is replete with
such themes. Many of Epstein’s saulprures and drawings suggest
that the frankly sexual character of certain forms of tribal art
provided Epsiein with formal prototypes which he adapied and
transtormed in realizing his own personal preccoupation with
these subjects Epstein detended the candid treatment of this
subject in tribal art as the namral iconography of Primitive rinal

Primitive work when it expresses the pringiple of sex, does it in a
manmer which cannot be offensive First, because 3t s frankly sexual
arnd, moreover, & part of an attitude which can onby be termed
ritalistic Those Afncan statues which are double-sexed are undoubt-
eclby rmeal works, |.'I1'||"uﬂ':,-'|r'||,: the wesial |1|||1|._rp1|_' i ife. and are o
way atfensive *2

The little-known stone carving Birth can almost certanly be
assigned to the year 1913 on the basis of 1ts close relationship w
the drawing Birlh (signed and dated] Birth, inats contour, its reliet
carving, the splaved legs of the mother, and the proportions ol
the child at the moment of delivery is remarkably close o the
British Museums Sicrra Leone soapstone slab with human hgures
carved in reliet ! 1Fin fact Epstein had seen this work or one like
it, he borrowed certain features, the splaved begs of the hgure at
lett and the child at center, and rearranged these elements A
mare plausible source 15 10 be found in Cceanic art, in which the
hirth theme s more frequently represented than it s in Alrican
art The explicit treatment of this subject 15 well illustrated in the
Sepik River suspension hook, showing an ancestor figure mving
hirth to a cathsh

Images of copulation are treated explicitly in two of Epstein’s
most important and intriguing drawings of ¢ 1913, Totem and his
Study for The Rock Dieill (p 4400 In Totem. the totemic composi-
tion s created by the interlocking forms of three hgures The
man stands on his head while penetrating the woman who holds
a child high over her head—an extraordinary balanong act
This drawing may possibly be related o the onginal illustra-
tions—later reproduced in Leo Frobenms's Dias Usbekannte 4rika

Munich, 1923 1 —af Diogon relicf carings from priests. dwell-
s in the village of Kani Kombaole®* These sketches, by H
Hazler were based on carlier drawings by Frobenius or Fritz
Mansen made during a 1908 German expedition Although we
have mo concrete evidence that |_|_'1:-.u_-||1. had, in fact, seen these
drawings, the similarities between them and Toten are so close as
tor suggzest that the resemblances are not fortuitous. In Tolew, the
positioming of the male and temale hgures and ther thin rec-
tanguilar torsos are closely related o the center nght copulating
hgures in the drawing of the Dagon reliets, while the child held
above the woman's head may derive from the upper figure of the
right-hand image Clceanic art shauld be mentioned as another
I""l l‘\."-ll'!llli_' SCHARCT h 13 .rl'-lzm | 111_' 1.'||'\.|_'|._‘| HI,"ILL\'I;'IJ |1_';-_*|-. 3l 1|‘1:' WOk GEN
have much i common with feamres of some carvings from
Papua Mew Cainea such as the suspension hook mentioned
above Yet Totem, tor all s similarities to tribal art s, m the
amgular, simplified geometric lorms of the badies, and the non
descnpt additional complex lincar grids and curved lines, styl-
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artists such as Wyndham Lewis
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Fwenty-One Callery, are Fonrals
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Figure of 1913 and Feale Fapure i Flante ( Tate Callery, London) of
thee same year, both executed at Pett Level The subject matter ol
bath carvings 1 a pregmant woman about o mve birth Epstein
Wb e |.'1|_| |.|'|l.' ExXIErm || S1ims dal {he .I|.‘|'--III- l.'l.| stafe ofF prog
nancy, »0 explicit in these two carangs. i his 1913 drawing for
]

enormous, swollen belhy exposing a sort of X-ravy view of the
child i the womb, with s head down ready for birth I this
stigdy the clongated neck and torso and the arbitrary positioning
il the breasts anticipate Plcassos sexamlly chareed, extremely
chistorted . and at times robsoue dra s af b ithers, exoouned ai
i

ANnes -|I|I|ll:: the summer of 1927 In ||'---!-'I:l- i AT T thie

dyvnamic arched fomns encincling the heure mav be a svmbaoli
representation of the open vagina at the moment of hirth 1
hildd

Cenitr |||-,' ::|.||-:':,' i this compositon, s the vortex as

L 1 1.3 T I " :
Fematr Figure e Flenite S deprcting the mother looking down at her
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ol ailent |,1E.'|I_|_' where all the enerev 5 concentrated And
there, at the point of concentration, 15 the Vorticist
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extraordinary statues, absolute Copmes Polynesian wark with

Wi '.|‘1r. Ill”ll'-.tlll'_' |.1.=:'|
Brancusi-like noses ™57 He must have been relerning o the owo
Hemte carvings: In view of Epstewns later statement that it would
he absurd for a Buropean artist to ey B0 produce surmogate
African wdols. he would not have taken kindly to having his work
described as “absolute copies” Yet in the Henite Ferale Fupure the
shape of the head, the sharp edee of the dhin and jowl. and the
deep, diagonal recess carved out beneath the face and neck are in
fact remarkably cose o the head of the Tahitian standing male
fisure in the Brivish Museum. which mav well have been the
direct s WIRCE o IS PEEAETn | b PrespROartEIn, 117l POISEEICA ©H

the arms restire on the swaollen belle also strongly echo the




features of the Tahitian carving Another possible tribal source for
Epstein's Fenale Figure is the Rurutu lslands standing fgure in the
form of a man, one of the best-known Oceanic soulptures in the
British Museum (p. 331) In this carving, although the surface
includes numerous small projecting igures, the form ot the head
and the shape and position of the arms are quite similar to the
Tahitian standing male hgpure

When the Henite works were shown in Epstein's 1913 exhibi-
tion, they were, like the Strand stanses of 1908 and the Olscar
Wilde tomb of 1910=11, mocked and bitterly attacked in the
press. T E Hulme, in bus review in The New Age of December 25,
1913, wrote a response in which he pistified the way the modern
Western artist borrows from non-European traditions Hulme
analvzed the problem in a typically philosophic way Answering
the criticism that Epstein’s flenite carvinggs were deliberate imita-
tians of Easter lsland sculpure, Hulme stared

This seems to me to depend on a misconceépiion of ther nature of the
tormulae. Man remaming constant, there are certain broad ways in
which certain emotions must, and will always nanrally,. be expressed,
and these we must call tormudae They constitute a constant and
permanent alphabet The thing o notsce is that the use of these broad
tormulae has nothing to do with the possession of or lack of indivadu
.|||t3..' m l:|1:_' artisk TI'H_" pmn-l 15, ll'ldl., gw:}r‘r Il"‘ﬂ; STIE SOV O, 'Il'u_'
same broad formuls comes naturally to the hands of any people in any
CEnmiry

| have wandered into this bypath mereby to fnd theren an illustra-
tion which will help us to understand the repugnance of the critic w
the “Carvings in Flenite” It is, says the critic, “rude savagery, flouting
respectable tradition-vague memornics of dark ages s distant from
modern feeling as the loves of the Martians” Modeen fecling be
damned' As if it was not the business of every honest man at the present
moment o chean the world of these sloppy dregs of the Benaisance ™

The critics had totally misunderstood that for Epstein, as for
Cauguin and the generation of Picasso, the magical and formal
rualities of Primitive art were a newly discovered stimulus and
tulfillment of modern artists’ needs to find inspiration in the rich
and varied sculpwral wraditions of non-European and tribal
cultures

Iri his three Ccarvings of dives, done at Pett Level Fpﬁ'ruln'_n
I:'I‘l.?:l'l'.'"!':'riﬁr'l ".'I-'I‘I.E'I L ]Fl'l.llrJlH:II'I EII!'II'.‘I. Phault' IITI.'IHI!_'n" 'IL'II'I-I'l['II'II.JI',,'IZ_‘I Lina-
bated [During his visit to Paris in 1992 he may well have seen
Branousis marble Theee Poguins ]"hﬂmk'lphm Museum of Art)

probably carved in 1912, and been inspired by their interlocking
forms. In tum, Caudier’s 1914 carving Birds Erect may have been
infhuenced by 1'P-l;r|l'|'-:- carvings  of doves. It s ["u:-'-ll':l'l.' that
Epstein found in tribal art the inspiration for his dove carvings
Agzain we are faced with what may simply be astonishing, merely
foriitous resemblances between works from different culiures
and periods Yet in Dones the symmetrical way in which the
smaller dove is mounted on top of the larger bird is remarkably
close toa Torres Strait carving of a pair of mating wrtles acquired
by the British Museum in 1886 Although, as 15 so otten the case,
we have no documentary evidence that Epstein actually saw the
Torres Strait sculpture, bath the stylistic and conographic sim-
ilarities between the works suggest that this Oceanic carving
could possibly have served as at beast the source of inspiration for
Epsteins Dlopes

(e of Epsteins best-known sculptures from the Pett Level
period is the 1913 marble Mother and Child (p 4381 Like Lipchitzs
bronze Mather and Child of 1993—14 (p. 424}, the smphhed head
of the child, whose only features are the incised lmes represent-
g the nose and eves or forehead, may again retlect the influence
ol Brancusi—his studies of children, in particular the 1911 marble
Pramettrens {Philadelphia Museum of Art), which remained in the
artist’s studio until it was bought in 1919 by the great Amenican
collector lohn Chann The slightly concave head of the mother
suggests a relation with several Afncan tribal sevles, possibly
Senuto, but more likely Fang As mentioned earlier. Lady Epstein
told NWilham Fagge that the brst work of Prootive art her hushand
purchased was a Fang caraing He also owned the famous Fang
reliepaary head (p 439 now in The Metropolitan Museum of
Art

The largest carvings done at Pett Level were the two marble
Venuses According to the records at the Yale Ulniversicy Art
Callery, where one 15 exhibited (the other is in the Baltimore
Museum of Art), the second, more clongated Venus was begun at
Pert Level but not completed until 1947 The themes of these
works are pregnancy and copulation The subject is a classical
one, relating o the triumph of Venus, in which the goddess of
linwve 15 enthroned in her chariot drawn by doves or swans But in
Epsteins Alncan-inspired mterpretation, Venus s shown stand-
g on copulating doves In the preparatory drawing (1914-15)
tor the second marble Vemus, the pointed, pendulous breases
certamly derrve from tribal art {any rumber ot possible Primitive

1R MSarkle 25%° 165 cmb lange The Trastees ol il Tate

I.II 'III F HRERIE | e o
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Pasr ol turtles - Yam Tucu kland, Torres Stran, Papua BMew Gaonnea Wood, 3%
Som 1Il|.'|'\. Ihe Trusiess of the British Muscom, London
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sources) rather than the classical tradition William Fagg has
compared the S-shaped curve of the body 1o a Dogon cult higure
in the Musee de I'Homme, Paris®™ In describing the two Ven
wses, Laoldwarer has sugpested

The contours of the blunt faces even though featureless are once
mare reminiscent of Fang sculpture, as s the exapeerated kength of the
necks, while the heavy leps, <o flexed thar the fizure seems - half
knecling, are, as in Gaudier's fp, derived from Afvican practice
Alncan wood sculpture, from the Sudan w the Cango, quive generally
employs this disproportionate emphasis on legs and feet, and other
rccizrm sculptors have been atiracted by it because it unibes and

--.I|-.|l||-';-. 1 h hgmere = toatal mass™

The Rock Dl of 1913—14 (p 4160 uncuestionably Epstein's
most important sculpoure, was completed at the end of the brict
period during which his art was deeply influenced by tribal
!|||"-I||'l' | bee arost described the s I4|.|'II:!.I|I:_' as tollows
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terrible Framkensteins monster we have made ourselves inga |
exhibited this work complete in plaster at the London Group, and |
remember Gaudier-Breesks woe very enthusaasne abour s when he

sisited e sadio in 19913 with Ezea Pound 1o view 0™

Richard Cork sees The Rock Dl quite wronghy | think, as
signaling Epstein's “final rejection of primiteee examples o favour
of a more original and challenging alternative ™ Caldwater too
minimizes the Afncan influence in The Rock Dinll “Epseein's maost
vorticist production, [it] shows no primitive athinities, unless it 15
in the ammal-mask suggestion of the covered tace ™ The latter
s hardby insignificant, however Willam Rubim has underlined
the athmity of Epstein's head not only with welder's masks but
with certain Baule monkey heads and with a Bambara Kono mask
in Picasso’s collection which Epstein may possibly have seen
This notwithstanding, begimning with The Rock Dl Epsten
adopted for a brief time the iconography of the machine age
following perhaps the suggestion of his liend T E Hulme, who
urged the formation of "a new geometnical and monumental art
making wse of mechanical forms ™3

The numerous preparatory drawings for The Rock Dl confirm
that Epstein had not in fact rid himsell entirely of the influences
of tribal art There are more drawings tor this sculpture than for
any other of Epsteins sculptures of the period. These drawings
reveal the genesis and complex transformation of the ideas Tor
the sculpture, some of which are closely related wo earlicr primi-
tivistic works such as the drawing Tolem and the stone Sunflower
Une, prubably the first, of the preparatory drawings for The Bock
Dirdll {p 440! is an intermediary link between the primitivism of
Epstens earlier work and the mechanical forms that charactenze
The Rock Drll The lange study in the nght hall of the drawmg
shows an almost totally abstract figure above the vertical drill
The drill and hgure are surrounded with pomted forms (as is the
head at the top of the central study ), which are closely related o
those in the Sunflorer carving The central sketch represents a
vertical copulating couple. the male at the bottom, the female
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above, as in the Totem drawing, but with a mechanical, phallic
dnll-like torm about w penetrate the large trangular female sex
At least in these early stages in the evolution of The Rock Dirll,
Epstein has again used the theme of copulation, but now repre-
sented by both human and machine torms. In this drawing it is as
it Epstein were trving, but without success, wo free himselt from
tribal sources in favor of the machine-age aesthetic that Hulme
had suggested  The trangular head of the woman an the wop ol
the central sketch in this study prefigures Fairly closely the form
of the head in The Rock Dl

obwiously indebted to Afnican art Senufo and/or Baule monkey

bt |.|'||.' IMan s 11{'111 |'.II.'EI LY

masks were the probable source The shape of the head is
reminiscent of Senufo masks, such as a dance mask formerhy in
the collection of Charles Ratton®® The shape of the nose and
nostrils, and the goatee are extremely close to those in a Baule
dance mask brom the same collection once owned by Ratton®
In two subseruent drawings showing the full-length fizure of
a man holding the drill®® the seamlity remains in the potent
phallic mmage of the drill iselt, but in these studies Epstein has,
spart (rom the head. purged himsell of tribal influences—the
drifl and the penis scem almost synomemous i Epsteins mind
Perhaps another feamre of The Bock Dinll sculpture itsell may
be traced to a Primitive source The soulpture’s. exposed wvet
protected fetal form mav be Epsteins own imvention, but it may
possitbly be related o mibal sculpture, such as a Trobriand llands
Melanesial wood spanila showing a child encircled by the lmbs

L'

Epsteins drawing Study fTor Man and Wonean has been dated

n the evidence that it mighe have been a study for a

lacab Epsteen Siudy for The Bock Dinfl ¢
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never-completed sculprure called Mo and Wosan, mentioned in
a telegram of June 25, 1916, from Epsteins wite 1o lohn Cuinn®®
Also, piven the extraordinanly large, protesogue penis, it is tempt

g to relate this drawing to the central composition in Epsteins
€ 193 study for The Rock Dirdl in which the drill
the pents—has amilarly exaggerated proportions

-a surrogate for
['here are
however several comvincing reasons lor believing that Sty for
Man and Woman was executed much later To begin with, s fully
worked watercolor technigue is more akin to Epstemns later works
than it is to the drawings from the Bock Dinll period Bue Far more
important is its relationship to the Madagascar grave post
that Epstein is known o have acquired sometime aber 1923 or
1924 ™ |n Epstein’s drawing. certain of the features are lis ow
invention, such as the head of the man, closely related 1w the
masklike head in The Rock Dirill the anpular torsos, and the
enormous male and female sex However, the rigd, symmetrical
leas of each figure, and the way in which the man at left and the
wormnan at rigght stand side by side on a base, are so closely related
to the position of the man and woman on the Madagrascar grave
post as to suggest that Epstein executed this drawing atter he had
acauired this tribal work With the exception of the influence of

|'1|'.'|||I"-.1,' At On a e later works—Ceresis (19300 Woman Pos-
sesad (19370 Progeiral Cod 11933 Ecce Homo 11934} and Adam
1938 —tor the rest of his working lite Fpstein was engaged

primarily in large hgurative sculpure and in portraiture msdel
inge in clay in the radition of Rodin many of the most famous
','-:_-.'.|'-|1_' ot his dav

Epatein hid worked duning this penod as a solitary artist e
horrowed from Cubism. Viorticism. and eribal art but was never
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tormally allied in 3 doctrinaire way with any groups or move-
ments Epstem’s drawings and saulpture of 1913—14 have an overt
and often violent sexuality that sets them apart from the work ol
the other major artists who borrowed from African and Oceanic
art in the early vears of the century [t would seem that only
Caudier shared some of Epsteins obsessive eroticism during
these vears, as 15 described below

Years after he created his primitivist works, Epstein expounded
on the characteristics ol tribal art as well a5 on its influence on
s own work Repanding the sculptural qualities of African art
Epstemn said

I start with, in looking at nepro sculpture one must realize that it is
(CRLS '-\.i'l1'||_|‘|‘1ll1g ahsalutely and entirely apart, cuit catf Trceim i||| otbeer arg
It s EOer recd by { b samme consslerations that povern all '\-l\,,lll['\llllll' In
CWETY [N wd schosnl of s l.:|:1I:||.|-:' '.||-:_'r|; yee certain valies ouie AATT tram

amy interest in the object represented”

From a tormal point of view, Epstein stated that “the chief features
of negro art are its smplihcabion and directness, the union ol
namuralism and design, and it striking architectural qualities ™
He pointed out that although Abncan art “is not turned out 1o a
dehmite pattern lad down by tribal custom
n the same manner as the

the artist is cer
tainly bound to a certain extent
Renaissance artist was in depicting a holy family™™ Although we
mav not know thie names of the carvers. “the finest |_"-..l,|r1F|1|_"\. al
Atrican art are the works of highlv individualised artists: with an
outhonk and & we h1||I'|L:|_' all thewr owm | can pick out pieces in my
own collection that | am convinced are the work o one |,1.-|'!|-c,|||.||

artist.
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Epstein was also aware of the religious and ceremonial func-
tions of tribal art. "As tetishes their importance 1s religious or, at
anry rate, magical They were used to impress, ternity and impart
to the beholders a state of mind bordering on, or actually,
hallucinatory™*

Inn his writings Epstein discusses at some length the problem-
atic question of how to understand the inthuence of tribal art on
his wiork

| am influenced by African sculpre in the same manner thar all
primitree. work must mfleence: the artist Afmican work has cermain
important bessons o teach that go oo the root ot all sculpore 1 have
tried toabsorb those lessons without working in the Alrican idiom: It
woidld indeed be absurd for a European artist i these days o produsce
.'Illllll. A III.IZIE'\- ||"||I. III‘-.I' III ITREaLCry ik '|.'¢'\I||:i| |‘||' [0 [ e i

Lt [E]h[l_']r] PeEnls ot the sensibility ob the b EEAN ATClsl
absorbs and transtorms influences, thereby re-creating works
uniquely Bis own

The word "imfuence” as | understand it means more than o mcre
surface studv it means 3 Rl comprehension of both mind and
technimpee, that go o the composition of 4 work, and a translation ol
that, according o

in tact through a new mind”

& ) z ok L
the persomality of the artist A complete re-Creation
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heures Hoth Moore and Caro were well aware of Epsteins
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brickbats, he took the insults, he faced the howls of dersion with
W.I'll'L'h Artists sinde Rl.'l'rl-hn‘:m.!ﬁ hﬂ"«'ﬂ.’ E‘L'lll-'l'lﬂ."lij | B I'H."L‘I..ll:'l'lﬂ.' I.l'HT“l'Ii.'IT
And as far as sculpture in this century is concerned, he took them
st

As important as Epsteins primitivist works are, they have been
in some sense overshadowed by the fame of his collection of
Primitive art Over the vears he assembled one of the finest and
most comprehensive collections not only of African, Oceanic
and MNorthwest Coast art, but also of sculpiure trom many other
cultures and  civilizations—Mexico, Peru, Egvpt, Greece,
Rome, and China. In 1960 tribute was paid to the importance of
this collection in The Art Council of Great Britain's exhibition
“The Epstein Collection of Tribal and Exotic Saulpture” with a
catalog introduction by William Fagg Included in this exhibition
were a Fang head (p 4300, a Tabwa figure (p 4400 and probably
a MNew Zealand hei-tiki of the tyvpe illustrated on page 4467% At
present Mr M D Mcleod, Keeper Museum of Mankind,
London, and Prolessor Ezio Bassani are working on a catalog of
the Epstein collection, which since the sculprors death has been
widely dispersed

William Fagg's account of Epstein at home with his collection
offers a sort of epigram on Epsteins own experience with the
process of creating sculpture. “From that repository he would
bring down a tew picces of an evening and spend hours in silent
contemplation or ammated discussion of them, considering
always the sculptural problems with which the artist confronted
bimselt, or was confronted by tradition. and rhe solutions which
he found for them ™

“The modern soulpror” wirate Henri Caudier-Brzeska, “is a man

who works with imstinet as his inspiring force. His work is emotional
The shape of a leg, or the curve of an eyebrow, etc |, etc | have 1o him
no significance whatsoever, light voluptuows. modelling & to him
insipid—what he feels he does soointensely and his work 4 nothimg
more nor bess than the abstraction of this intense feeling, with the
result that sterile men of Auceps’ kind are frightened ar the production
That this sculpture has no relation o classic Greek, bat that it s
continuing the tradition of the barbaric peoples of the earth (or whom
we have svmpathy and admiratson) | l'||:||'r|::' i have made clear™

This impassioned account of the mole and allegiances of the
mcdern sculptor was made by an artist who in a very short period
made a significant contribution to the primitivism of carly twen
tieth-century '-I'.'l'.I]F111[H.' Caudier-Brzeskas statement deale with
the central 1ssues that concerned him as well as his contempo
raries Epstein, Brancusi. Modigliam, and in the 1920 Moore the
rejection of the cdassical wdeal of beaury, the freedom w create
sculpture based on intense teelings and not o strive tor anatom
ical aceuracy, the disrmissal of modelmg i favor of direct carving,
and identibication with the emotional power of tribal art

Henri Caudier was born at Saint-lean-de-Braye, near Orleans,
on October 4, 1891 Accordimg to his friend Horace Brodsky he
“inherited his gt tor carving from his father
and carpemter by trade, and it is nteresting to recard that his
toretathers carved some of the hgures on Chartres Cathedral He
wais proud to think that he had sprung trom a Family of stone and
wood carvers ' Caudier had spent some tme in England
between 1906 and 1908, studving business at Bristol and later
working in the othces of a coal importer in Cardift Farmily and
personal problems arising from his relationship with a Polish
woman twenty years his senior, Sophie Brzedka (whose surname

d Wik :I'I.I CAarverT

he added to his own), and the fact that Caudier was due to benn
[against his will) military service resulted in his decision to leave
Paris in late 1910 or carly 1911 and move o England, where he

remained until the aumimn of 1994 Thus he mrned his back on
the French capital when it was sull the home of the artists who
miost influenced him—RBodin and Maillol—and those whom he
would come to admire—Modighani, Brancusi, and Archipenko
It was for the most part left 1o his English friend Epstein, who
visited Paris in 1912, w inform Caudicr of the developments of
the avant-garde in his native country

His admiration for Rodin s reflected in a number of Caudiers
carly works, sculptures such as Head of an [diot and Whestler, both of
1912, were undoubtedly inspired by the great French sculpror
Just as Brancusi was aware of the stifling eftect of so powerful a
personality as Rodin—"Mothing can grow in the shadow of the
great trees *—so Caudier, wo, despite his praise, was wary of
the dnllg:_'rnf ErvIng: o Compeie As he wrote on |.1n|,r..1r1_,' I, 1500

We will never sec a greater saulpror than Bodin, wha has exhausied
himsell tryimg o surpass Phidias  Bodin 15 for France what
Michelanpelo was for Fhorence, hie will have imitators but mever
these men by their monstrous personality bleed a nation
1o death and leave others onby the alternatives of imitation or
veneration=3

rivaly

Maillol's calm, full nudes were another formative influence on
the young Caudier, reflected in sculpures such as his stone
Sepulchral Figere in the Tate Gallery Ezra Pound, Caudiers great
friend and memomst, recorded Caudier's subsequent rejection of
the two French sculptors

Caanclser !'|r||'|'\.|_'|! relers 'g.|:||11|:_'1.-|.'|‘|-|_"r|;' 1 !|||-q_' |,:u,:|.|| R-H{Illl Mlnillod i
fure” The Rodin admisiare he had ['q,:rgl:_'d freom s system when he
muait doing representative husts of Frank Harris and Col Smithers
Maillol | think went next®4

The romantic, exotic personality of Gauguin, as well as his
work, had an impact on Caudier, though he does not mention
him in his writings. Caudiers friend Brodsky, however, describes
a painting Tu.-rhapn inspined by the Pobmesian canvases of the
French painter

O mve mext vt | onooced thor he had commenced . oo paint an
(LIS REERYS Ir-:||;1|-g.|| |.|r'.-:_|~.|. A, ||-:|I! 10N L |:-||.u|_ wl'.h i -'.|l||1 !'lv.l -.-L'p' .'IF'IIJ.
exotic palm-like rrees, all very Cauguinesque This also displeased him
and was later abandoned, and the canvas was covered wath a thin coa
of plaster Ohn this Brzeska carved two wresthng figures®®

Caudier must have been aware of the work of Cauguin, tor he
was m London during those crucial yvears when Fry and others
mtroduced the British public to the art of Gauguin as well as
of Manct, Cézanne, van Gogh, Redon, Seurat, Matisse, and
Picasso. Apart from the painting described by Brodsky, Caudier's
waork does not appear in any way to have been directly intluenced
by Cauguin But Gaudier seems in some way to have emulated
Cauguins persomality by yearning for a tropical paradise and
reveling in assuming the guise of a savage "He was continually
talking savage’ and barbaric” according o Brodsky, “and gloated
over the free and erotic life of the South Seas "™ g bas
short-lived and turbulent fendship with the critic Middleton
Murry and the New Zealand=bom writer Katherine Mansfield
they “malked of Eamg 1o e |IIHL'|_1I{_T omn 3 Pache islamd ™7
Brodeky alko records Caudiers rather theatrical Prmtivistic
LIS

He would want to [T s mose weith o osrick some four mches long

E L Mo L L4



and hang bells on i like a South Sea lander He would wish for ean
rings long and cquamt, and he acnualbe carved a lirge green stone charm
in the manner of the Maoris [p 446] This he wore suspended from
his meck  [his design has been uged, embossed on the cover al
Poind s boialk 8

Epstein, whom Caudier met in London in June 1912, inter
ested him in working directly in stone. The first work by Epstein

1514 Bromze 127 030°% ce | high
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that Caudier saw was the Assyrian-inspired stone tomb of Oscar

Wilde which he sketched in a letter o Dr Uhlemavr dated
lyne 18 1912

A Russian [« scuiptor lacob Epstein alsty worke here—he has just
finiched & tomb (sarcophagnes) for Ckcar Wilde in Parie The thing will
IJ!' LTl |l:'|.1 &l 1|‘|‘. |I|.'|! I AL hull'ul' CEMETEryY nexl I|||'|.' I SO 0T 1IN ||'l|' 'H.||||.1|‘.|
last Sunday—Ciecar Wilde i fhving slowly into space, his eves shut
The whole work is treatred—srongly filled with insuperable move
ment and delicate feeling i the expression and the mediom—a picce
of selprure that will hive tor ever, anby the total elect seems o be

EEMD -"'.:'l.lr'

|.:|I|_'1 |l'|'\.‘.-q_'||'. Wwas 0O Mmaintain |||:|I |-'-||-e--.'."|1;-_- |.5'||x sl Wikl
Caudier "took w carving atter admiring work he saw in my
siuchio

Epstein also tueled Caudiers interest in Primitive art, as did
Caudier's visits to the British Museum |n his letter 1o Sophie ol
Sovemnber 28 1912 Cwritten belore he had seen Epsteins primi
trvistic carvings of 1913) ke reveals himselt in transinon, trving
o resolve his admiration for tribal art wiath the achievements o
Furopean sculpre trom the Creeks wo Rodin

This afternoon Dwent to the British Museum . | looked particulary at all
the PO STAlLES—EET0 viellow red and the white races Casthic
and Careek, and 1 wm glad w s | weas at last convineed ol a thing which
tor a long time bothered me | had never fele aire whether the very
conventional torm of the primitives, which gives only an enormaous
sensation of serene oy or exapgerated sormow—alwavs with a lange
movement, synthetized and directed towards one end—had not a
|.'|a-|'|1;1r'-r5'||:'r|.-g||,:|r| miore truee more o with mature  m other waords
ampler and bigger, than modern saulpture
French of mwo-day Having very carefully studsed the twn aspects, at the
moament | think nog™

[T7s i) Rodin and the

At this early stage in his development, thoueh, he found that
‘primitive sculpture seen in large gquantities bores me. whereas
modern Furopean sculpture seen in the same quantity interests
me infinitely™? In Caudiers saulpture of carly 1913, works such
as Female Torso, Mermaid, The Wrestler, and The Damcer. he clearly
had not broken away from the Rodinesque oadition

Undoubtedly the example of Epstein’s primitivistic carvings of
1913 hastened the liberation of Caudier from the Creco-Roman
tradition and From the influence of Rodin: and Maillal Oin
Oictober 8, 1913, Caudier wrote 1o Sophic that on the previous
day he had visited Epstein, whom he described as “daoing maost
extraordinary statues, absolute copies of Polynesian work wath
Brancusi-like noses” most likely referring 1o Epsteins two Henite
carvings 7 Mow stimulated by Epsteins borrowings from  tribal
art, Caudier began, probably in late 1913 or early 1914, to create
his cwn wiorks inspired by the art of Africa and the Pacihic [slands
At last Caudier was no longer concerned with comparing the
disparate buropean and Primetive traditions and <aw his own
work, and that of other modern sculptors, as “continumg the
tradition of the barbaric peaples of the earth ™

Caudier, in addition, was now exclusively committed
direct carving He expressed his esteem for this method n a
review af the 1914 exhibition of the Allied Artists’ Assaciation

held in Holland Park Hall London 22

The sculpure | admire is the work of master craftsmen Every inch of
the surface s won at the poant of the chisel—every stroke of the
hammier is a phyvsical and mental etbort Mo more arbitrary translations
of a desion in amy material They are hlly aware of the dibferent
qualities and posibilities of woods, stones, and metals, Epstein, whom
| consider the foremost in the small number of good soulptors in
Furope lave particular stress on this Brancusie greatest pride i his
consciseness af emne an accomplished workman™

{..'|I.I1_!!I_'1'\. t.|_1,i||,‘1l:'.|I-:' Cif |..,'|[-;_' L] B .'|I‘||,‘| 1914 relapes both o
Viorticism and tribsal art € AFVINEs sc b as Hirds Erect [ Museum ol
Modern Art Mew York) and Stags (AR Institute of Uhicapo ) are
{|-e;|_'|;11'.,' taceted, Vorticist works realizing in three-dimension
some of lis ideas about sculpure, published in the Kebel Ar
April 1914

appreciation of masses in relation "1|_'||||‘-rl,|-!',,ﬁ ability is the de

Centre magazine Hlasd Sculprural fecling 15 the

tining of these masses by planes™

1913 Bed Stoae Diamcer
|

of forms, particularly the way in which the head, with the

has httle in

In the [ate Caallery) the armangement

trianale in the center creates a sort of vortex
common with tribal art But m 1914 Pound equated this carving
and Epsteins two temite sculptures with the magical power of
witch doctors The poet identifies with these artists “We who are
I|'|l;_' |'|l;_'||*~ of the '-'-'”.l\.l'l dliic ton .'|'1l.| '.|1l.' '.|n||_|-'-.- W Arnses wihi
have been so long the desprsed are about w take over control

Caudiers marble Seated Woman of 1914 { Musee MNational dArt

Moderne ! combines Furopean and Pomitive characteristics [T
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pose and the heavy limbs of the Hgure are reminiscent of
W |d|;=_'5|;||=.lx only survivinge stone [..'r"|'.|.'|.lI p 422 and af his
numerous drawings and watercolors of this subject The masklike
face mav well be indebrted 1o tribal or Primitive are but the
asymmetrical pose is clearly in the buropean tradition

[hose works showing patent affinitics to tribal art adhere less
rigidiy 1o the sculprural principles ot Cubism and Vorticisme Tioo
Ithi4
primtivisiic works: was almost certainhy imspired by Chceanic art,

Men with a Bowd of one of Caudiers most obviously
by such carvings one would presume: 35 Hawarian boswls held by
buman figures at each end Another of Casdier's works recalls
several tribal styles of Atnican art the 1914 drwing Caritas, of a
miother suckling two children Both in subgect matrer and stvle
particularby in detils such as the shape of the feet and the tao
infants and the postioning of thear hands, this drawing was
almist certainly ispired  either by an At mother-and-child
in the Hormiman
Museum, London, or by some Yoruba soulpture of the subsect In

lave Caallery), it
In discussing this

carvinge, such as the well-known example

the case of the alabaster carvimge The lmpoofd 1914
5 cithcult to suppest a specihic tribal source

wiork: Fiobert Casldweater has supeested thar “the oval curves of the

h‘.._ a i "|.|-.|

Ao MNigeria

Harmiman Museam London

I\:'a-l'll‘l

.-'hlllr.:rll 1 .-\.I'.i i, III :EII'I-

short bent legs whose heaviness pulls down the hgures whole
mass is probably infleenced by Atrican proportions™

'|;.|.-.: ] '-.|‘:'|.||:|. B :-|'§u. o 1914 were -:.jlrl_'l_ I_]'\-.' InSP l,_x| |‘|'-.'{ ]-:_ CANIC ATk
which had a greater impact on Caudier than African sculpiure
5|'|._'|-._| |1|-;_' |I ||l|-r|-."r|-l|,|-'|'| of 1914 ||r'|g||'|.'|||'. |._|'-'|‘:|r -|'||_'|._| -_|II'1_'|_I'§'-. I
brass. s onde ab the few works By Uaudier that can be related toa
specihic stvle of tribal ar—the Maori jade ormamenis [hei-tiks
trom Mew Jealand P 446 | he bonar holes i the lower halt of
| orkiocker COrTEsp il 1o the CIPENINgE, tound in the MNew .."'I.I_'.'I
land ormaments Caudier gave a disimeenuous descrption ot thes

vy hEurative and '.l"-.|,|:|| w-.i_'llll'!ll.l,-'rl,'

[he door-knocke i orskance of an abstract desien serone 1o
an olmect a5 such Mo
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sculpture is less obvious'! The drawing clearly represents a
temale hgure with upraised arms, with the head hanging down
berween the two breasts She i sitting or balancing cross-legged,
about 10 be penetrated by an enomous, erect male penis Could
Caudier have seen Epsteins eribal-inspired fotemt drawing of ¢
1913 (p 433), which alko represents a copulating couple, with the
male upsade down beneath the female? The central composition
n Epsteins ¢ 1913 preparatory drawing Stedy for Rock Dl (p
440) 15 also closely related in subject matter to Doorkmocker [t
seems highly improbable that the sexual themes in Epsteins work
af 1913, treated with such frankness, did not influence Caudier's
[gariaeocker and MHieratic | rfmj |~FE:r.| II".;'lmr.,lI p 448 In contrast o
the artst's innocuous published account of the design of the
Diporknocker in private conversation, according to Brodsky, he
wiould

tell me that so-and-so wanted a warch-charm, a door-knocker, or a
paper-weight—something "phallic” to use their words. About this time
the word “phallic” was very popular and commonly wsed as a part of the
art jargon of the day Brzeska would ant a piece of brass for them that
wodld look more Like o masonic chamm than .’|:|1'_.'||"||:|1|-_l elee Hie would
teell thiem that it was symbalic of Fecundity arviriling, or whatever cratic
nonsense he had in his head at the me That was what they wanted
They would believe that it was something highly improper and take it

(L

dwaw satishied

The influence of hei-tiki ormament 15 also evident in Caudier's
green stone Charm, where the pieced lorms of the Maori neck
pendants merge with tacial features, partcularly wath the slanted
eves, reminiscent of Mew Cuinea hgurative sculpture, such as
hunting-charm carvings

Caudier’s 1914 marble Hieratic Head of Ezra Pound (p. 448) is
undoubtedly the most powerhul and potent sculpture created
during the artists brief carcer The poet has lebt a detailed
account of the progress of the work. The bust was begun, wrote

{ figrm 15918 Spnise 47 00 F omi

Hengl Canigdeer-Breeska

Pound, in 1914, “atter the winter had loosened its grip
Caudier, Pound recalled, could not afford large pieces of
miarble

He had imensded doing the buse in plaster, 3 most detestable medium
i which | had nanirallv obiected | therctore purchased the stone
betorehand: not having anv idea ot the amount ol hard work | weas
letting him in for There were two solid months of sheer cutting, or
FH;:II‘L;]FI'\. that coaants spare days lor relorging the worn-out chigels ™

Brodsky wrone of the Pound head that "its purpose and begin
I'IiI'IJ.I"'- WETLC 1.T'|1.|rL'l'|-' |:'|L.|-'||HJ|-_'.,T|I|.'|+'IIL H'l:ill.h 1h|i.' I‘1L|.I||'"||.| H -\Jl'li.[ !.l'IL'
sitter had decided upon that. Brzeska intormed me of the Fact thar
it was to bea phallus”" When Brodsky met Pound one evening
in Piccadilly Circus, Pound tald him that Caodier was working
on a marble carving of the poet ™es,” Pound declared, "Brzeska is
immortalising me in a phallic columm™™ Caudier completed
this most ambitious carving in a remarkably short time. By May
1914 the work was on display at the Whitechapel Arn Callery

The marble Hieratic Head of Ezra Pound is probably Caudier's
only soulpture thar can be linked not merely wo a erikal seyle but
to a specific Primitive work—the enommous Easter lsland figure
Hoa-Haka-MNana-la (p. 448), acquired by the British Museum in
1869 As Cork has pointed out

Caudier could not tail o have been impressed by wuch irretutable proal
(4! | I:l1|_' |:||:m'|_'r-:_|l F-rn;_'h|-_1-.|r|-;_ At .:1rl.-;_| ||||'\. |11i|||'1|-e; I':In.':ll '\.|'|-:|'.l.-~. I|'|.|! |w kl.'[:-l
I|'1|_' |-;._l|hl,|_'r F'\,lund |.|ul;qu_' SECLIT |;|1,-' IFi II"II_' |‘1.|-:_'E-. al his I"!'II!'II,I. xS hl,' |.‘.|r~.|'|| vl
the various sections of his carving into their unpredictable formar'™

Caudier extrapolated the symmetrical teatures of the Lastes
Island carving, retaining its massiveness and vertical thrust In the
head of Pound, the nose is slightly tilted to one side, with the Har
plane on the right side deeper than the one on the lete Only the
'IJ|':'|.:I'L'T ]'I['l IS liJ.i'flnL‘d. h'n-' il ”d:'. F:llill'll_' dl CenLer .Jr'ld lI-'l-'||.l'l |J': i"‘u'l-'l'l'-'fl.ll'd

Hunting charm Fast Sepek Proveinge Papuin MNew Lassta

lgh Privape cilbecisen



Henr Gasdier-Hrzeska  Hirmtie Hapd af Ezra Poewd 1914 Slarble 36" (90 & om

|'||._'|'| Fy VAL q_lll ||_'.L biom

curving, deeply cut incisions on either side Above the menacing
horzontal eves (the photograph of Caudier at work during the
initial stages shows the eves drawn on the marble. as diagonal
and almond-shaped )™ the irresular, bulging mass of hair con-
trasts with the smooth, far less dramatic forehead of the Easter
lsland carving Seen misolaton, the section of the head of Pound
above the eves 15 an exercise in the Vorticst aesthetic found in
wirks such as Caudier's 1914 Brrds Erect

Another work, Caudier’s carving Portrait of Ezra Pound which
represents the entire hgure, 15 one of his few sculpoures in wood
Like the miuch larger marble Higralic Head, it was probably also
insprred by the Easter Island carving in the British Museum: but
contamns some echoes ol Alncan art as well In this wood
sculpture the head is simplibed into a series of flar, angular planes
[he area of the rib cage has been hollowed out and beneath it
the projecting form suggests a navel The upward-pointing form

Fapure Easter fsdand Stone, B'84°
."'-1I:-||'I.'II|

1355 cm |I||¢|'. [l |||_|r:|_'r-\. K] ||1|_' |'!1|' -\.|'|

I II'II_IIIII

at the bottom, the same shape as the goatee in the marble
sculprure, has phallic implications

In the autumn of 1914 Caudier left for France to join the ammy
His career as a sculpror was all but over He did a tew sculprures
and drawings in the trenches, using what materials he could find
Caudier-Brzeska was killed in action at Mewville-Saint-Vaast on
lune 5. 1915 His death and that of Duchamp-Villon in 1918 were
the greatest losses to modern sculpture from Waorld War |

Despite the publication in 1916 in New York and London ol
Crndrer-frzesha. A Monorr by Pound, and despite the tact thar as
distimgrished a collector as lohn Chann had acguired a number of
his most important carvings, neither Caudiers work nor his
writings have, until recentlv received the recogmtion they
deserve With Epstein, he was responsible for the emergence of
British sculpture trom a provincial academic tradition into the
mainstream of modern Furopean art
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Henri Caudier: Arzeska P dof Bzed Poand 1904 Wood, J004" (73 eml high. base 09 0 6% w0 62" (TR % 7 3 2 72 dm) Yabe University A Gallery Mew Hiven
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AMERICAN ART

Gail Levin

rimtivisim in American art began under the aegs of
the European avant-garde. but it soon merged with
certain American aspirations and assumed a dis
American artists became inter
ested v varous tribal arts because of the novel

Limciice 'Lfl.lrﬂli.'.L'I

stylistic and symbaolic suggestions they found in the artitacts
of exotic cultures Some Americans focused on Atrican art for
its diverse formal and evocative qualities Others looked 1o
the abstract motts and the characterisuc themes of American
Indian art which A meTican
maodernists an answer to nationalistic critics’ demands tor both

considered together, attered

an American styvle and a native American subiect matter
When MMax Weber lett New

"1.;_"'-':_|_'1'|I|'|r_'| |'|I:'_“_\ |I|_' 5|.||_| |I|I1_'|||.\,I:l.' |'|l:'|'r| ETH -..-|II.:,_'1_'|_| 10 |.| I-:'\-I\. Al

York o study in Paris in

non-Western art by his PFOEFESSIVE teacher Arthur Wesley
[:I. el
i':l-'-llu'l.'l'l TR b et B L) | LI |'|.|:_5 ||-:'|_'|| I.|'|-:_' protcie o | sl

with whom he brst sooudied ac the Pract Instioure in

Fenollosa, a scholar and curator of lapanese art an the Museum

of Fine Arts in Boston Earlier Dow had smodied in Paris

|‘1II1'|*~-:'|r .=."|-g|. |'..'-:-g| !_'l'|||"'.|'|.| I |"I|I'-'. -"|'-.I'I1 -.-.l'll:'l'l.' |'|-: Carm 1nti

contact with Gawmuin during the summer of 1886 Plow not
onby taught a new language ob art based on lapanese acsthei
ics, he also suggested to students that they "hrinae into play the
primitive springs of thought, impulse and action that exist in
every human being” and thus put themselves “m rapport with
the primitive state of mind ™ Dow's so-called “natural
method” drew upon the expeniences of the ethnologst Frank
Hamilton Cushing, who had lived with the Zuni Indians of

Meew Mesico lor ive years: Combinme scientihe and mvstca

points af view Cushing believed there was a vast consistency

of artistic expression inking Oriental, Cecidental, and Prim

tive cultares ¥ Dow's teaching was the pertect background b
thi new stimuli the young Weber would encounter in Paris
When he studied at the Académie lulian in Paris, Weber
contronted a rigid, conservative weacher in the person of [ean
|‘.‘|I_:1 | ALIFERS HI_:'. |I|_' SO MER 11_':.|-: Ty \.[Ill_"l:,'l':i'h [1e hll 1FRR e :-:Jl_l.l_ -'_'|_‘|
him to the advanced circles of Gertmude and Lea Stein and the
ielaunay tamily [ he Steins Samrday evening salons offered
1'."-:'1_'|"|-:_'r' A |‘|._'||'||_l:_ [ IR ;||'||__| |1'|."||_'||' 'wlf.l'l -..'|||:_"|_I.'.r|_‘| daTbisls .||'||_‘|
writers and to become acquainted with the Steins’ growing art
Weher saw his frst Uezanne at the Steins
el '.l.'hIi_]I |'||;_' ITILISE !1.|'.'-:_' '-."h|I-;_':J S0 .=||I|_'| i"||~..|l |:'-..|.I

collection apart
||'u_| :"||_'
recalled the “superb lapanese prints” there as well as the
lengthy and invalved discussions” led by Leo, “on the maost
FESCETHR l._||_'l.l'|1||:'l|'|||_'||’.~1 .||"|_| '.'.-:_'|'||_|-. i art = Hl:l‘\-l_'ll 1|.|:;|.|'.||'.:'-.
invited Weber 1o salons held by his mother, and it was at one
in Ocrober 1907

le!.l\.w.l.'-'lll aTIET 3 “1l.||'||_‘|._|'\-. YiRAT [ r|'|-e' I"\-.||- il -_| NUTCHTIE. 1

ol these :_-.H:hrrll:g» that he met Henri

which both artists had exhibited work, Weber accompanmied
Rowsseau on his walk home soon isited his studio, and i'-l'; 1t
a VETY l\,,III'h.I' 'irl1_'r||~|~.::|||,l |_._-||| r_|'|1_' |||-:_!|_'| dFlisl

14is Weber had lett the A

By Februars wdemee Tulian

and begun o work from mmodel without instrue
the

L haumiere
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A young Lerman painter and

The class began in
Wiehe:
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carly danuary 1908 and Weber staved through Tuly

probably birst came o Enow Alrican s

Satsse's bold colors: Hattener

LIARTRIT .

Matisse who hiad thien beeno Crite it bar almost tawo viears
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spaces, and experimental style®

Weber met Picasso at the Steins in Olctober 1908, and on
the visit to Picassos stucho that followed. when he discovered
their shared passion for Henr Rousseau's work, he must have
become aware of Picassos enthusiasm for African and other
Primitive sculpture” Several weeks laver, atter Picasso visited
his studio, Weber accompamed him o RBousseau's Weber
claimed that not lone afterward he introduced Rousseau to
laseph Brummer, who shortly became Rousseau’s dealer and
champion® Weber had known Brummer first as a young
Hungarian emigre sculptor at La Grande Chaumiere and
'\«.Ill'l'\-l'l'll.ll:'llll'\.' as i -_||'.||-:'r i |.|'|.=:||1-:_x|_' |11||1|_w. o ~.'.I||_‘|-;'I'|I 1 !!1|'
Matisse class in 1908 and a dealer in African art irst out of his
studio on the Bue | .'.':-,-_'l_:|-:_'||, and later out of a small shi 11 ihe
|'.|||||-:--.__.-|| HI'.['I.III
tweo litile landse ap sketches by Bousseau '\-|.|I|I_‘III'|;-_' an a shell

hesidy
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iwir or three excellent Conpo statuettes ™ Picasso

Weber

PanLIngs and in African arn

and others admired both in Bousseaus
similar directiness, simplicity
sincerity: and pEwer Gl EXpressIon Weber deccribed Bousseau
as 3 real ‘Primitive livieg in our time 'Y

Y hen 1‘-."'.|_"'-|_'| ||'Il_|||'|-:_:_:i Liy .‘“x';'.-. '|:|||| 1y 1 ||:
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e Slatuelte and Alrican Sculpinre ™! Welser penerated inte

1910 Lesache o bosard

blax Weher Congo Statuntie {aleo known as African Soulgtere
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est in Rousseau and Primitive art among New York arusts
particularly those in the Stieglitz circle A the death of
Rowssean, Weber prompted Steghtz to do a memonial show
at the gallery "291" of the paintings and drawings he had
brought back from Paris; it took place trom November 18 o
December 8, 1910

Weber had also begun wrniting essavs and poems about
Primitive art, some of which were published by Stieglitz in
Camera Work, The July 1910 issue, for example, contains two
such essavs In The Fourth Dimension from a Plastic Point of
View" Weber observed that "a Tanagra, Egvpuian, or Congo
statuette often wives the impression of a colossal statue, while
a poor mediocre picce of [large| sculpure appears to be the
size of a pinhead, For it s devoid of this boundless sense of
In another essav Weber imsisted that

dolls

also Indian quilis and baskes, and other works ol savages

x|‘|.‘|g R | ;-_":.'ll‘-l_l-:_'lll'

he had "seen Chinese Hopi Kachina images, and

much bner in coldar than the works aof the modern paimter
I\.Illl.lll-l_'\- !

Years later Weber

?"x.|:|_:1.|| | ||x'..-"-. 1] “‘\..l".l. -'k l.'..n. '.'.!"ll"-: |'-| '1.!|.‘| ;.:.'lll‘.l.l.l 1T EWVET

recalled his visits to the Museum of
increasing understanding of the art of the primitives and the
It weas, i fact, in that museum
His First
a pre-Columbian sculpture and called "To
A "|||1'||| Lord of Flowiers
1847 |

et of the Western continen|

I|1|! he |1-':_'||| [ Wil ITCE WVETHE [FLECATY

AETRIEH d by
was published in Camera: Work in
;!lll 11 %

bk €

[his was tollowed by the publication of his

in London in 1914 with a foreword by Alvin
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o study the art of primitrve peoples, the sculptures of Egypt
and Assvria, the great simple things that have come down to
us in stone from the past ™ One of the poems, "Bampense

bazai

and moulded

was written about an African I".'I.'IHL L r'.l-.!.'.'l‘. ‘-.l':.‘lP-l.'l.l

which Weber revered

In the crudest peometrc form
Ty savage maker makes an ar

at once untrifling big and powertul

!I 15 IZhI*- rll.r".-l.'{'!' 1mn [|‘1-'.' Art of l:hﬂ' |:'Tlr':'lll|'-'{"- ll'::i'. l":'-.:'.'l‘h'.r '-I.H.I'_!|‘1I.
1917 The
COTmpCAET Lo r-:'il-:.'l:h |'l-'l||‘1 l":'-:Il.'l‘.ﬂ.'r*- 1I.II'||.1I1I.'“ faar il:'rll11lfl'-'l.'

to re-create in his painting Tnlerior wath Women of

sculprure and his knowledize of the wavs in which Picasso and
athers had already absorbed it The head of the hgure on the
far right with its angular mouth, for example, owes its form
not only to Afncan masks, but probably also to the head of the
lenwer right fgure in Picasso’s Les Diemorselles d Avvgmon (p 264

the upper lelt corner suggests
Mlatisse

The Hat decorative area in
however, the mitluence of Weber's former teacher
Weber's swnthesis contains a variety of elements adapted from

Slax Weher

Tanterar guls Homem © 1917 60 anvocanegs (MW o 398 cldl 3 v S5 T om

Lubim, among them the suppling on the lebi-hand hgare
remimiscent of many of Picassos Cubist works of 1913-18, an
wrea of simulated wood prammg above the hgure on the left
and repeated wavy lines such as Picasso used as a sign for hair
More than any other American, Weber was moved n
Picasso’s assimilation of Primitive sculpture in bis panting Yet
Webers own dynamic arrangement of lorms s very different
trom Picasso’s in s rhythmic qualities

In 1926, Weber published Primatires: Poems and Woodcuts, a
hook intended “to preserve the feeling of adoration” he expen
enced belore tribal sculptures in the Museum of Mawral
History'® In addition o a reprinting of "Bampense Kasai
The

E-I'H.' LTI H.I.l.'li."l.i woodoubs accr FIMPamy 1ThEE

Primitives included poems such as "Congo Form” and
lotem Pole Man
them were simplihied forms evoking the power rather than the
formal vocabulary of Primitive sculpture (p 456

By the time Marsden Hartley areived in Paris in Apnil 1912
gLl
Although he was acquainted with Weber's primitivistic paint-

I:""|:|L','_'|I|.E |'I=I-'J «.Ilrr.'-:ld‘.' BRIVETD |'.'r11 [RLLE] -::-;|1||'.-|z=-|r'-- il

ings and his writings in Camera Work. Hartley had not ver

o Tork




Sax Weber Unocled Woodour, 4% x 3% (k8

cm! Miblished i Prioedivg Papms amd Woadoun Mew

k. Th Spiral Press, 926 Fomem Callery, Bew Yok

hmsell l."'-.|‘i'.l|I|'-.| Primitive art I luby 1912 Hartley wrone o
I"‘*[Il.';nlll.' that he was |I|'.|,||'|'---|'|.| with this new direction in
modern art L reading an article in the magazine Kivvils
which clamed Kandinsky was no less than one of Gawgain's
disgiples, calling him a "neo-primitive” because of a techmigue
that the author found "reminiscent of primitive and savage
art, ¥

It was probably the combined ettect of this article, the
influence of the sculpror facob Epstein, whom Hartley had
st met i Maris and tamiliarty with the Blave Beiter almana
that prompted Hartley to trequent the lrocadéro Muscum
His reaction to the art he saw there was immediate "Yes ! he
confirmed ina letter to Stieolitz, “we can tind the real thing ait
I|1-|' |I-:||._i||_‘|-:_'r|:- | |"||'*~|' [ |5'||-e; |'|.|-;|. W0 TEan .'.|‘1'||‘\-|'.'-||'. “l-:_"-.
created out ol -.;'|||'1|_|.|| pecessity 2 Hartley s use of the ;l|‘11._|w-|_'
'-upll'II:L|;|=. necessity retlects his prowing interest in Kan
dinskv's treatise Liper das Ceeistage 1 der Kunst which e had
purchased .||||||; with the Blaue Reiter almanac ar Clovis
Sagots art pallery

Hartlew's INCTEASINE enthusiasm tor iribal are had alreads

ll-:_';-_:l_:n o athect his work "Olre can no loneer remain the same
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the universal wdea” he wrote 1o Soezhtz 2 Hartlew First
cxperimented with the Primitive by including tribal objects in
his still lifes. His Tndian Pottery [ Jar and [dol ) of 1912 contans an
Acoma Indian pot bearing an image of a bird and a wooden
figure resembling the carved sculptures of the Kowakuel 23 Yet
it also sugpests a comparison with Cabriele Munter's Sudl Lifs
wiath 5t George of 1911, which was reproduced in Dier Blawe Beiter
Like Minter Hartley arranged a random group of Primitive
art objects an a tabletop in a shallow space indicated by a
painterly ground Hartley's simple illustration of American
Indian objects and motifs soon evolved into a much maore
original pictorial synthesis as he absorbed them into his own
complex conhgurations

In lanuary 1913, Hartley followed his impulse w “meet
K.andincsky and size up the Blaue Reiter group” by traveling 1o
Cermany, where he met Kandinsky, Minter, and Franz Marc
in Mumich?* Then. in dMay 1913, Hartley moved 1o Berlin tor
an extended stay But his hunds were depleted by Ociober
Forcing him to retarn 1o Mew York o raise money in order to
live abroad In pressuring a reluctamt Hartley to return o
NLW 1l‘|_lllk HI.H.LE!.I: h.,l‘l_! ’l:_'lh'lll'l_![_'{l I'III'II III |'||"'\- -'1|||'l||:_'|"||_|j.'| M s
Your Luropean trip was made possible through American
cash . MNow | don't see any reason why an American shiould
be called Lpon W Eive Yol additional cash without seeine
what vou have done

Stieglitz had himself earlier recognized the American
Indian as the native New World "exotic” when be included
Lertrude Rasebier's photograph | be Fed M in the first issug
of Camera Work in |.,'||'|l._|.;|r:.' 1903 and later rll,|:|'_||l-.h-;_'|_‘| adiscussion
of Kaschiers sympathetic attitude to her Indian subject in the
L chiterad Whark ol {]x_'llli‘:-l_w M = l,-;_'w.t. than I|‘|1'l::|._' viears later
Weber's praise of American Indian and other Primitive art
appeared in Camera Work. Among the many artists, writers
and patrons in the Sueglitz circle who evenwally focused for a
time on the American Indian were Man Ray, Arthur Diove
lohn Marin, Paul Rosenfeld, William Carlos Williams, and
Mabel r]-:'-d;_'l;' |.:'l|l.'|:_'*~ ivdian !"llllllli:f ab 1924 mor t"'-:.'ll‘.l'lrtull.'
contains abstract forms evoking tepees, his interést in Prime
tve art had been encouraged by Stieglitz, who gave him a
copy of the Blaue Beiter almanac in 1913 Marin painted
watercolors of Indians, such as Diance of the Pueble (ndians and
Lhemce of the San Dominge [ndians in Taos, New Mexico, in 1929

Hartley returned to Berlin wia London and Pars armiving
b the end of April 1914 Atrer his return, perhaps as a result ol
his trip home o America, be beman a series ol abstract
paintings based on the theme of the American Indian He
called the series his "Amenika

spelling

paintings, s the Lerman

[l"l I||||'\l|_|'| 1al |r'||,||_'."| LU L O] :"'-I' ST l|| grreat inberest in

Ciermany where by the end af the pineteenth century

ceveral major collections of American Indian art had been
Cerman writers from Goethe to novelise Karl
\\-Il' s

wias the fact that

:'-.:.|:‘:-||-.!‘|-'-|_|
May tueled the Cerman tascination with the Indian
immediate to Hartlev's concerns. howeyer
-".-.||_".|-:_ "'-.':.l-:_!-.l' e il '_||-e
ilmanac, had pamted Amencan Indian themes as early as
P Macke

1
It NS AlfTenac essaas
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"-.1-|-."h.'- I '-\.'\-\.I'll |'| e O b |_| I_|1-' LTS || ||.||ll'
the latter

ol Indians” amd ':'I;, 1 o chivktain IREELLE! I'I.I.Iw.!x.'

illustrated by :'||"-.::|l!-'- trom the Museum ture Volkerkunde in

Arthur Dove fedian Sprang 1923 O00l g carvas, 1H 8 227 (45 7 ¢ 55 9om) The Lane

Collectson, Leomimter, Masachusetts

16 5% 15 5

Angpust Sacks Moanted Bed Indians 1911 Ol oiiowosd, 10w 13047

it

St e Calene im Lenbachhaos. Munich

Murmich?® Hartley was acquainted with Macke and had seen
his work well before he began his own paintings with Amer
In 1913
which included Macke's Mownled Ked

ican Indian themes Hartley had seen Bernhard

Kaoehlers collection

F 1911 Yet Hartlew's Indian-theme pamtings are much
maore abstract and emblematic than those by Macke

[he Hat, symmetrical frontal arrangement and some of the
forms such as mandoras and wavy lines between two straight
nes | in Hartleyv'’s Amerika painti retle

Bavarian Hinteralashbilder which be knew from Dier Blaus

bt s enthwsiasm For
I
f el

Kandinskvs personal collection, and: the six examples he

acauired for himselb ™" Hartlev tound other fomms and motils

Inchian art at the
the North Amer

henwever mthe vast collecten of American

Museum fur Villkerkunde in Berlin In 1914
wan codleceion af this museam mecluded mearly thirey thoa

qand examples, wirtually all of which were on exhibinon in

| i
L Il|'-\.'\..n.|l'l I_'I_l-\.'\- LalSESs | fariley most cerilsy | |||!|._| 1 WL ..I‘"_ll ir % il

;
new forms in this material but discovered that some of his
favorite emblematic mouls had in tace been used by varnous







Gy Hemis: Bachina | '||.|" Arirana Panted wodd and fcathers 175

Indian tribes | hese included eight- pointed stars and the lron
L orovss 14

Iirdian .I..':'II.-!'T ab 1594 :|I|||:-q_"\. ‘~|"I|I'|'I-I_'h ,||'||.| motifbs from |‘\-||I|\
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collection. | he color scheme of this painting

emphasizing red, vellow and green over a black ground with
'.'.|'|III. :!II.'I'II|- il I'|'*-|‘ul|"|_1*- to that ot an Imparcant S | ||.':'|1I'.
Kachina in the Museum

whapted the central arch of the headdress or tableta, the cight

an l||“:|-:'| t trom h.l'm_'h | ||| Il-:_"-.' .||'\.I|

pomted stars enclosed in circles, and the stick figures from
each side ol the arch, which he placed on a mandorla inside
the rong epee Several tepees were on exhibit in Berlinge and
Hartlev's canoes with abstract designs probably derive from

{_hippewa mimatures in that same collection (p 4600 More

44 8 Cin I'||,:|| Sligseumn dur Violkerkusnde Herlin

over, the large bird at the top of Idian Fantasy recalls a
monumental wooden eagle from Vancouver then in the Berlin
Museum (p 4600, although |hr|!|'||1;._fq-||kr'-.-.ln-,: beathers in the
Hartlev image also sugpest an Indian chiettain’s cape from
Alaska reproduced in Dher Blawe Reiler  In combining motits
trom a wide variety of Indian tribes. Hartley allowed free play
tor his fantasy, combiming motits that would never have been
seen together (such as Plains Indians’ tepees and Pueblo
POLLETY

abstract character of Indian

$52

Hartlevs attraction to the
matits 15 also evident in fidean Composition of 1914 (p
[his painting incorporates various patterns and designs from
Plains Indian tribes’ beadwork, which s well represented in

Herdin A Comanche infant carnier that juxtaposes a circular



Canoe models Chippewn Grear Lakes region Wood and bark; above 15047 (305 Eagle Vmcouver Llamd, Brivish Columbsy Painted sood  Farmerly collection
cml liang, betow 16} 2T F o) lome Museums Bie Volkerkunde Perlin Pohiseum mir Voslkerkunde, Herdin Whereabours wnkmimam




Infant careier Comanche Tesas Wood, beather beads, and brags, 416" 1105 om
lang Musoam Bir Vistkerkende, Rerlsn

medallion next w vertical lines and a cluster of squares may
have suggested to Hartley the orgamization of Indian Composi-
fion. The shieldlike medallions also reflect Hartley's Familiaraty
with Plains Indians’ motifs, the cross within concentric circles
o the lower lefe of Hartlev's painting 15 lound frequently on
beaded objects, such as a moccasin from the Crow tribe
Once again, however, Hartley included an eight-pointed star
and a stick hgure on a mandorla within a tepee, recalling the
maotts of Hopt Kachinas, He also included white shapes (on
the central red disk), which are Hopi symbaols for small corn
plants, and white branchlike svmbaols tor larger corn plants (on
a blue disk on the lower risht medallon! Hartley utihized
these same Hopr symbals for corn plants ina series of charcoal
drawings based on Indian motifs, including Berlie Symbals Mo
& or Promative Art No 2

Amerrcan Induan .":;_]"r:'llll-'.l|*.-. another 1914 painting of Hartleys
Amerika series, also contains torms adapted (rom the Sio
Hemis Kachina, mcluding the eight-pointed stare enclosed in
circles and the centralized cross under the arch of the head-
dress. The abstract vertical band with a checkerboard pattern
along the right side of this painting s probably indebred to
auch motits i the beadwork of Plans Indians Although
Hartley abandoned the American Indian theme with the
declaration of World War |, he maintained les love of the bold
abstract patterns and shapes he had found in Indian art and
used them once again in his subsequent series of symbaolic
Cerman malitary pictures, which he referred to as
motives 4

“wrar

Hartley saw the Indian as “the peaceable and unobtrusive
citizen and as exemplary of the nobility of mankind Frus-
trateed by the war, Hartley wished he were an Indian and wold
Sticglitz he wanted 1o emulate them by painting his face with
their symbaols and going West, facing the sun forever?™ Some
hve years after Hartley had painted his Indian themes in
Ciermany he wrote an article called "Red Man Ceremomals
An American Plea for American Esthetics” which illuminates
his contmuing interest in the Indian Writing during a stay in
Santa Fe, Mew Mexico, Hartley apparently worried that he
had been excessively intluenced by the Furopean avant-garde

Moocan (detalll Crow Sontana or Woming Leather and beads; 108" (27 cm
long, owverzll Mussam fir Volkesbumde Berlin

Accordingly, he urged his compatriots to consider Indian art
and o create their own native style

A Mational esthetic consciousness is a sadby needed element in
American life We are not nearly so omgmal as we tool ourselves into
thinking W have the excellent encouragement of redman
esthetics o establish ourselves firmby with an esthetic conscousness

i oair coaniy T

In a later essay. Hartlev called the Indian “one of the essential
decorators of the world” and prased particularly the totem
poles and the praver robes of the Indians of Alaska ' He also
campaigned for Indian art, but admitted that it was not easy to
understand the acsthenics of the Indian, as "with all primitives
who invest regnmes and maodes of expression for themselves
according to their own specific psvchological needs ™

Despite his later resobve never again “to allow any primitive
motive to influence [his| work"™ Man Rav had gone through
an enthusiastic phase of interest in Primitive art In an
unpubhished comment in 1957 Man Ray volunteered that he
had exhibited “a series of compositions inspired by forms in
primitive sculpture’ in his one-man show at the Daniel Gal
lery i 19154 He noted, however, that primutive sources of
tnspiration lasted only lrom 1993 10 19157 It was during this
period that Man Rav became familiar with the work of Max
Weber whom he knew at the Modern School of the Ferres
Center where he studied lite drawing*' Man Ray, who
described the sketches of a voung girl he drew there as looking
“like primitive sculprure” would certainly have been tamaliar
with Weber's continuing interest in tribal art??

Clne of Man Ray's paintings, Totem, of 1914 (p 462 reveals
this interest in Primitive are ltis a brightly colored image of 3
mvsterious monumental head and bust that dramatically dom-
mates its mocky setting Surrounded by a trieze of small
hpures. mostly in a crouching posinon, the laree primitivist
totem contamns a rolling pastoral landscape superimposed on
its chest Totem may have been immediately inspired by Man
Ray's campang trip to Mew York's Harriman State Park in the

AMERTC AN ART s |
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autumn of 1914 in the company of his wite (the poet Adon
Lacroix), poet Alison Hartpence, and others. Man Ray
recalled that in a conversation with Hartpence an the trip, he
had announced his intention to produce a series of imaginary
landscapes before renouncing painting from nature and turn-
g more and more to man-made sources ** A transitional
wirrk, Totdem 15 both daprés nature and From a man-made object,
probably a pastiche of such American Indian wood carvings as
Juni War Caods and Northwest Coast Indian totems, such as
could be seen at the Brooklvn Museum and the Museum of
Matural History Like the Zuni xglllplun,' Man Rav's Tolem
leatures a long neck, a square chin, and a simplifed geometric
tace with a long nose and linear eves

[hus Man Ray was hully aware of the vogue of primitivism
ind not untouched by it—as was the case with evervone in
291" Man Ray recalled, for example seeing an
rican exhibic at “291 ™ The show he saw which took place
in MNovember 1994
Atrican sculpture was exhibited in America as art It was
arranged by Stieglitz with the help of Marius de Zavas The
latter was a witty and sophisticated Mexican-born artist who
200" ym 1909, 1910, and 1913 De
Zavas had studied art in Europe and had come 10 know Picasso

I|'-l:' {”l,,l‘.' it

wWias one ol ’.I"I-:' hrst occasions ".'.'I"I Cn

had shown s cancatures at

ie5d

F'll_mn.' {(War Cod! Fumi Mew Mexvice Wood 307176 2 om | hicki The Hrooklm
|"|1l,::.l_1|l'|| Nl_-h. ‘I'-c:-‘l!l_

in Paris, he collected tribal art and dabbled in dealing As early
as April 1911, he had written to Stieglitz urging him to present
an exhibition of African sculpture at "291" explaining that it
had had an important influence on the development of maod
ern art i Paris, particularly "among the revolutiomsts ™7
Stieghtzs exhibition included enghteen sculprures obtained by
de Zavas trom Paul Cuillaume in Pars and shown “in a setting
of crude and violent color” designed by Edward Steichen *
On the wav o Mew York from Paris in Ocwober 1911 de
Zavas stopped ol in London, where he visited the ethno
graphical c Hlection at the Brtish Museum He recalled being
impressed by an object from Pukapuka, or Danger lsland, in
the Pacific (p 464
Il ||'|'||'|Tr_"-\.l-\.|_'|_| me |'|.'I" 1 I.'.I.II I‘-\. :.|I:.'L dAbiet ik 'I.'IIII"II.EI'II LEELS -C!I |I'||.' ||]|\ i ||I
appearance of Sticplicz | <oy "physical” because the resemblance was
The obiect, said the catalopue. was built as.a trap
['he ‘portrait was complete, and
hecause from it | odermeed 3 theory ol ghstract cancaturs

also speritunl
bor catching souls £ caughn my
sl
had previously made a cancature of Steglitz with the caprion
Laccoucheur didees” The two caricatures expressed my under
-:.|||-:||11i,_' Ll "\I.lr'g._"ll.' w ATRRSIEEY. TEd OOl h --ﬂ..|- .’r'll.! {1} |-|_- the r"l-_|.»..||

whio brings out new ideas tocthe world

e Zavas adapted the basic concept ot circular torms along




Fahibition of African sculbpoure ar "291 7 Mew York, Movember=[december 1994 Published in Camera Wik, Ocooher 195904

T The Werld Magunine, jasmery 14, TS

African Sav&s‘es the First Futurists
{Hﬁ '_- |

ATREMEA mewi shen
the el arem] e Fasds
e e ny R s nrh

s il wodal cafwifes o O eeps ald

v Uriaill felptvecs, fa o B hed ok Wl

el Fiyed w Sromaiof”  galeiy

- |

.........




d dinpelz. ¢ M2 L harcoal, 244 x 185

Sew Yok The Alived Sviephlice Collecnion

¥ .
s die avas Al

‘\.1|;||-.|'--! tan Selupseurm off S

a central axis from the Primitive soul-catcher, recalling
Sueglitzs appearance with his wire-rimmed glasses. Stieglive
de Layas realized. was not only America’s foremaost crusader
for modern art, but also, as a photerapher, a “soul catcher
ATTNCT BITTa e

according to the Primitive notion that a « cap

lures a PETSIEMS % ||_=
I tact Steglitz's proneering Alnican show had been antic
5 10N I-c:.”!l.. ri i

the latter had contained some ¢ vamples of Abrican

pated by an exiibt
{allerw
irt and had taken place
MNovemiber 149148

thies waiirk

shortly betore the 3917 show of

Coady who also exhibited Furopean mod

it American Mey

wrnition of the black contribu

e art o children

seulpture, crusaded lor the e

ton to Amencan culure Ine 196—=17 Coady published

=1 i
magazine called | which seérved as a plattorm For his
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with examples of Primitive art explaming ther desire "o

llustrate the relanonship between these things and the art of
today ™ In Camera Work of Olctober 196 de Lavas published
called ticen with Mewro A
and in that same vear also published the book African Neg

Mederst Arl ™ Here he

A essay vAodern Arg i Conne

Arl- Hs .'l:ﬂ.'l"l.- an rremes Ehat Alvican art

has re-awakened 0 us the fecling tor abstract torm, 1t ha

brought intorour art the means to express oar purely

4

.’-:'l.lll'-;:x T3] |!',-:.II":E tor form ar o hnd new' form i oar ideas

Ve Zavas also wrote the mtroducuon to Loharles Sheeler

54 " - L 4
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tolin ook of |'|§"|||!||-I|_||'||'I-. ! [RLVIE
lished 0 P8 which illustrated works trom the Modern
Callery—where important patrons of modern art, including
IE.L;."'|:". I".II el AT "-I'l' T

chased Primitive sculpture:

lsbin Cinn and Waltes had pur

Sany ot the early Amencan modermst sculptors were it
ecnced by Prionmitive and other non- W mart, pad il b
Atrican sculpture Like the tribal argisis nd unlike most
sculpiors since the Henaissanc muost of them chose WK
1 direct carvers: As carly as 1907 Bobert Lavrent had b
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lisher Stores. Archifeciural Foem «

laved work by Picasso himselb®? Ater TCLUrnIng Lo Armerica imn
1910, Laurent began 1o carve wood reliefs influenced not only
by Frimitive art and Picasso but by carvings by Gauguin and
Maillol that he had scen in Paris. About the same time, Max
Weber modeled some tiny primitivist hgures influenced more
by his teacher Mansse's sculpture than by tribal works
William Zorach, who began to sculpr in 1917 purchased a
copy of Sheeler s tolio book of Atrican sculpture and incorpo
rated aspects of two Fang haures in his depiction of s son

i

Tessim as Thre Young Boy of 1921, his enthusiasm for Primitive

sculpture then prompted him o carve three works in

mahogany brought back from Africa by a sea captain in

Provincetown, Massachusetts !

Headdress Hl;.|:l Arizona Paimted woced, hiber and teachers, 247 061 om high Feld

Meligseirn of Marural Hesoos L [ =Nin]

livhn Stores found in American Indian art forms that he
could utilize in his most abstract work, such as Architechiral
Farm of about 1923 Stores divided his time between France
and America, and his interest in Indian art was probalbly
enhanced by his triendship with Marsden Hardey, who vis
ited him in France at his chiteau near Orléans in 1921 Soorrs
subsequenthy visited Chicago's Freld Museam of Mawiral Flis
tory, and himself collected Navaho blankets, Indian ceramics
and other decorative objects. He saw in the geometric shapes
the zigzag and ather motils of Indian art, much that he was
able to assimilate i his sculpoure Architectural Form has, Tor
example, been compared to a Hopr headdress thar has the
same jagged step-motif and sense of vertical energy®™ Storrss
interest in Amenican Indian art corresponds o the assoca
tion of his stvle with the Art Deco movement, which was
much influenced by Morth American Indian as well as pre.
Columbian arg™®

Like Storrs, Alexander Calder divided his time between
France and America Calder mav have become interested in
non-Western and Primitive sculpture through lose de Creetr
one of the first people he came to know atter his arrival in Paris
m 1926 57 During 1928 and 1929 Calder experimented with
carving primitivist fgures in wood such as African Head and a
Femals Figure (p 4661 This last fgnre was made in 1929 “as
the mate tor a South Pacific wood carving” in the Porcellan
Club at Harvard, where Calder's friend Paul Nitze had been a
member 7 With distorred facial features, rigid posture. and
pendulous breasts, she suggests Ooeanic soulptures. Calder's
primitivist fgures, however are related to carlier waorks by
lowset dee Creeft both in his choice of ehony or other exaotic
wood and in the forms themsebves

Ceorge L K Morris, who first painted Amenican Indhan

magery i 1924 encountereol PEHTHEIVESTIT % |'F]L studdying in

the spring of that vear with Fernand Leger and Amédet

L)
et ab early ag

Clzenfant in Pars at the Academie Modernd

1928 while an undergraduare at Yale, Morrs wrote of the

need for a matonal tradition i Amencan art the only
remote past this country knows s one of torest and Indians
and all the artist's materal he must dehberately create [ e
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tollowing fall, Morris began to study at the Art Stedents
League, where two of his teachers, lohn Sloan and Jan
Matulka, had earlier developed an interest in the American
Indian as subject matter for their paintng Matulka, a Czech
imtmigrant who had traveled in New Mexico and Arizona
painted and skerched Hopi Indian dancers in 1917189 Sloan
visited Santa Fe regularly from 1919 and developed an intense
interest tn Indian art and culture which atfected many ol his
suhsequent paimtings He helped organize the great Expos
tion of Indian Tribal Arts held at the Grand Central Ant
Calleries in New York in 1931-32. which treated the objects
as art rather than as ethnological artitacts

Morris's first painting with an Indian theme, Battle of Indrans
Mo 1, painted in Lenox, Massachusetts, during the summer ol
1929 just after his return from Paris, is more in Henri Rous
seau’s style than Leger's Abter a second stint with Léger that
fall. Maorris began to assimilate his Cubism mare tully Bartle of
Indians No 2 of 1933 (p 468) contains a more abstract, flat
configuration not unlike Leéger's work, but suggesting the
forms of Kachinas®? Morris admired Leger s primitivism, as in
the decor for The Creation of the World, calling him “the real
primitive, the adventurer who draws upon his new horizon
rather than on the @alk of art " He continued to explore the
Indian theme in paintings of the thirties and early forties™ and
also constructed abstract collages utilizing birch bark, such as
Indiaws Fightmg of 1935, which contains fragments of bow and
arrow images (p 468) Traveling to Santa Fe, visiting puehlos
and sketching meeresung Indian motits, Mornis sought to take
the best of native American art and the European idea ol
primitivism and forge a new artistic expression “If an authen

Alesander Calder Afracan Hend 15625
Cigiried wood, 154 x5 2% TH (IR x
(27 % 101 cml The Metropolitan
useurn of Art, Mew York gt of
Charles CUppenhesn I

Right. Alexander Calder Feafe Fajusr
190 Woed 357 (635 cm high Fri

vate collection

tic American culture 15 w arise,” insisted Morris, “we must go
back o a beginning "3

Interest in Primitive art in America was fostered by several
important publications of the twenues and thirties In 1926
Premitive Negro Sculpture by Paul Canllaume and Thomas
Munro was published with illustrations of wiorks in the colle
tion of the Barnes Foundanon Canllaume, the Paris dealer
whao had provided Marius de Zavas with works for the African
sculpture exhibition at “291" in 1914, and Munro, a probessor
of modern art at the University of Pennsylvania gave consid
eration o Alrican art s relation o conemporary art and saw
it as offering o  CoOmpromise between representation and
design " Anthropologist Franz Boas's influential Promitioe Ast
first published in America in 1928, took ssue with the then
prevailing attitude that Primitive man's mental capacity was
lower than that of Western man® Boas, who endeavored 1o
explain Primitive styles, focused on the art of Morthwest
Coast Indians, his book generated much interest in their art

The book most intluential in stimulating artists interest in
Primitive art was John Graham's Systen and Dealectics of Arl
I"||||'|||-\.|"|{'|_‘I in MNew York and Paris in 1937554 raham, a painter
whir fled Bussia in 1920 lived for a short ome in Paris, where
he met Eluard. Breton, and Picasso, among others He kept in
FOaLIL |‘. Wit |1 ey ol his 1 FETg |'l |III."I-..|.'\- ul:ll N Irecpuent trams
Atlantic visits after emigrating to America in November 19240
In time Craham made friends with many ol the younge
artists  including lackson Pollock, Dand Seith, Dorothny
Dehner. Barnett Newman, Richard Pousette-Dlary, and
."|,.;|f_.!-|;-||-, Cottlieh, all of whom -_|I.".'l'|-.l§'l-:'|:| SCHTEE . IRTETCST 10

Sk |l frmber | 1T —08& L agvein, wele roms Al per

tribal art By the late twenties Craham had already assembled

| 1 N 05 ey Whiersey Sduseam ool Amerscan Art Mew York, gilt ol :
Certrude W Fienn ool lection ol Abrican sCLP LT which he enthusiastically
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shiowed o artist riends who visited his BNew York home and
-:"\-.hll'll.'.l_'-.l il '!h-:_ |}|_I|.‘|l:'l‘-'\.|||:_' Catllery i 19360 His
mvohvement with Primitive art, which preceded The Museum
of Miodern Arts 1935 exhibition "Alrican Negro Art” in

inLense

combination with his connections in the Paris vanguard
establishment, made him an important catalyst during the
formative vears of many artists later called Abstract
Expressionists

Acting aluo as a dealer Grabham purchased Abnican sculp

mire for the noted collector Frank Crowninshield, and in the
carly thirties, at Grabam's suggestion, Crowinshield arranged
for David Smith to make bases w display his collection of
Atnican piecces, Dorothy Dehner recalled that on a tnp o
Haris i 1935 Caabham ook her and Dlavd Smoth tes dour
exhibitions of Aftnican art on the dav of their arrval ™ That
same vear Adolph Gottlich bought several examples of
Aftrican sculpture trom Pars dealers recommended by

{ raham
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and anthropologically enlightened than many of its early
admirers "Primitive art,” he stated, “is a highly developed art
as a result of a great civilization based on principles different from those
of the white mans cimlization "™ Elsewhere Craham, who
described African art as “singularly perfect in its plastic and
I:_"I'I'll]'t'll:'_"'l;ll f:}rm_" W [l'l:_" rrlb.:tl. a!'ti‘ﬂ"i as tl'"_' dlrf.'ll:t r.l"l't'l'_'l.lrh“rﬁ
of abstraction. "African artists were never seduced by the
desire to imitate or compete with nature, as they had, more
Ihal'l il rI'II:}LI‘,.H.r'II:I. Vears I_'_Il_'FI:}rI',_"_ Ir.a'l.-':_'”:_'d ﬂ'll_' ll:l'l'!’.; I'“.FH:' I-fﬂlTI
realism and exact representation to abstraction—a journey
which we ourselves are only just ending " Graham's sigmifi-
cant role in encouraging interest in Primitive art during the
twenties and thirties was complex. He dealt with Primitive art
as a collector, dealer, writer, and artist. A 1941 drawing of his
Ip 467}, tor example, demonstrates his fascination with both
an Alrican hgure and a mask For Craham, Primitive art was a
rich new point of departure, and the enthusiasm he shared
with =0 many others had a lasting impact

For many American artists, the Indian, the African, and even,
by extension, the black American became symbols of an
earlier. less corrupt age  The directness and simplicity of the
Primitive art they created was perceived by modernist visual
artists as a valid path to a more honest and less decadent means
of expression—the "universal idea” about which Hartley had
written to Stieghtz  Kandinsky, in his treavise The Art of
IL';|'l|r|I|-|r||' ”rlrrrlml}; T:-uhlﬁ]w.'d in English in 1914 had written of
the modern artist's sympathy with "the Primitives” because of
the mutual desire "to express in their work only internal
truths, renouncing in consequence all consideration of exter

nal form™* Marius de Zayvas maintained that rather than
naturalistic representation mn art, and even mechamical repre-
sentation through photography, “Negro art has made us dis-
cover the possibility of giving plastic expression to the
sensation produced by the outer lite, and consequently also,
the possibihity of Anding new forms to express our inner |ife ™

$56H LEVIN

Cararpe L K Morms Indiaws Fiabima 1915 Watercobor, woen-paper and birch: bark

cellape, 17% & 137 (44 2 = 33 em) Meredieh Lonpg & Co . Floaston

K.andinsky also noted “The nightmare of materialism, which
has turned the life of the universe into an evil, useless game, is
not yet past, it holds the awakening soul still i its grip™ It
was in part this struggle to counteract the growing sense of
alicnation and sterility in modern society that led so many
American artists to investigate the Primitive
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“Megro obyecty” and noted that “he was beginnang
i collecr MNegro watueries and instrumenis
|n|_||_||_!|!|p wirprising siene |:||_'l.1||_'l. M T
hamds, that were directly erotsc - Quoted in
Willam € i shid Barhara Boae Painck Henry
Hewte  American Adodersool (Mew York - Sokeum
Sloelerr Arp 197N p ol

Wicher, Howswean Ay | Bnew Him” pp. 20=22 in
Nl.r\-i'l'ﬂlu'l' r'||_.|n|. l\.l\-lw.-l_'d 1\1';:h[‘| HII,|U|E.1I| 5 |'|lr
irail o) & Wamm which ke had jua bseshe g
secomndhand shap
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powerful influence apon the modern art move
maend, and axllecting examples of Nr;.:rl:- el
hecame ihe passionaic bbby o are stucernn aad
colllecrais alike not only in Paric bug all over the
winrlid

Max Weber “A loaned collecuon of some
||1hugr.:|l||'. h-..' Manet. Ceézanme, Remnir and
Temglimse-Lausrer, 3 lew drawinps e Bocn, and
smaller pamtmgs and dimaeings by Henn Hinaas
wean”’ “HN T Movember (0 oo December 1900
Wiber's preface was repintcd i Camend Wse 13
Ulanuary 11 e Photo Secesson Mo podift
Percy Morth, Max Wb Ameran Madern (Mew
York The lewish Mosoum, 1987 p 258 Morth
suggessts that in 1900 Weber “infroduced primitive
fmurmnies inte two notable gousches Lako Meoces
Statisnlle] & & means of dramatizing the destinctions
between twi- g6l thiee-dimensional medea”
Wigher firu exhibited thix work a1 Conge Shturlie al
by me-man show at “290° in larary B

Max Weber “The Fourth Dlimension Trom a s
Paiet al Vies ™ Caemenr Wark 41 -_|||.|:,l 1900}, .o 25
Max Wicher, "Chinese Dialks and Maodern Calor
ices” Liimern Work 41 Cludy 19000 @ 51

Wither, Clral History, p 94

Max Webher, “lo Xochapdlls, Lord of Flowers” Cins-
ren Wark 33 ([ January 1011 p 34

Max Weher Cubist Posse [ London Elkim Sathess,
19540

Bhect, 14

Waodcinis and Poens h'.. Max Weber™ The A
Smdenes Leagnes Mews, Clocosher 15, 1948 p 2
Max Wichor, Primilien Porms and Woadeuri (PBew
York Spiral Press, 1936)

Marsden H.|.l1||.':.-' o Altred th.'hi';. Juky 1912
The Alfred Steghicz Archives, Besnecie Rare Hook
amil Marmuscrnpt Library, Yale University, BMew
Haven Connecticst [hereatter cired a5 Yabel 5
TH ":ial.ﬂ:r_ "Aleer {lmp.un- Rh;--lm. Arl M
Litgrature | [Spreng 19020 pp 23=24 For a discue-
sian ol the influence of Kandimks on Hartley sec
Caall Lesin, “MMarsden Hartley, Kandinsky, and [Jer
Bloue Rieiter” Arin Magaziee, Mowember 1977 pp
150

Hartley 10 Ssegletz, Chetober-9, 1912, Yale
Hartley sent a-second copy of the almanac 10
"_‘il.ll.'dll: arsl rtpc.:bﬂll'y sdressie] ris A
Ser umlared postcard from Hardey 1 Sneghic,
carly Sepbember 1912, and postcand of Seplember
37 12l Yale

Hartlew in ':‘:-Inq.'hta ':iupl.cml:l.'r 1, 1992, Yale

For a similar Acoma pog, see Larry Frank and
Francs H Haslow, Histarne Pollery o the Purkin
lidigm  gaop=pumo Closton Mew York Leraphic
Socicty 19740, plaie 14 Trics Pobechrome ﬁhaﬂq:l.‘
b ¢ 1800 See Paul 5 Winpgert American Indian
beulpluer (ew York  Hacker Art Boaks 1976}
plate 13 bor 2 similar Kwakal hgmire

Hartlew o Stieghtz, letter of misl Movember 15992,
details al this mesteng on Lnwary 34, 13903, are
vexorded moa postcard and in an eighteen: paise
letter thar Hartley sent o Steeplins in sarhy Fehm
ar alter bus reburn to Paris Yale)

Sneglitr 1o Hamley Cicpober 30 1903 Yale
Camera Work | (Raruary 1903 o 10 For a desons
st ol thee sweiek, see Mancy L orson Caner “The
ey Corcle Partraits m Allred Stieglitzs Cimeea
Wark " (M1 diss, Ulniversicy of loswa 195732 =0
NM=17 keeph T Keidey, "Certrude Kisclaer!
U awera Work 20 (Chownber 1907 p 37 commenited
an Kasehers wncenty resailting from her mmpres
sioms ol Imdians fermesed duning e childbesd o
1 alotedo

aul Koseniekd
II||.||.|r| !|.||,! |,||1I|| receiml himes |'||_'|'|'. Ihl_' ||u.|l.-
American to have develped o tesling lor the
earth - amd he oobebsared the Indans dances aml
mitsraly which put bim “im harmome winh nature . wee
il Bepenlekl Peel dl Mese Fork (Lelcing Llnivet
wity of Whinoe 1610 oo oa Willame Carlos
Willliamsy fe the Amrcan Tenom el oo Fhaniel

a-crivic, meexl chat “the oo

Hoone came booonderceangd the neceswsity 1o he

Himwiel] im o mew wisardd Indiaslike 10 the L sere
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1o ke pemsessed it misdt bie an the Indian posseseed i
the |"||n-1:r (114 |'||-. I.I.'\'|H1-|I Hl'w 1r!|;l||. Nr'u.' | :llrn.
oo, 1425 pp 137=38 Mabel Dodge, baobe-
misn bestess o lembings writer and artists, led the
winy 1o [a, Mew Besici where shie evenmally
Il'uillql,l r:|r|-|-' ||,||'|.|.1| an .I'|||r||_'r||.,.|!| ||H,|L|l| s her
ferurth anel |ast hushand She then lobiwed for
Varicdis |h|_||ﬁ|l. rasiiis l|'|||:l.||{|l I|h_' Iilrl_'ml ol Drsalian
Alfairs, we Emily Hahn, Aapel A Bisdgraphy of
Al ”'-'\J-lr r_urlpll |I"‘qh.|ll|l |||!||':|'|||.rr| !".1|IFI|1|

1977 ppe 204100
Thas paoint was well elabarabed upon by Ann Temp
Kin in “hasdon Hartleys Americe 1954 Indian
LOomposstions a paper delvered at the Sixth
.l'|r||:l.|.l|| W|'||I:||.-|_1l '\'l,'|r||'lnr|,|lh (515} .l~||1||'|'rq+II At
Aprl 25 1955, Whitney Sescum ol American
Ar Mew York | had previousty sulsmatied my own
photographs and conclusions abot the Indian art
Hartlew saw i Berlio (s desoribed an thes essay | oo
the ediver ol this book Tempkink fnding con
|.,Il||':|_| v-|I|'| oy iR ||I:'|l.I [112] |"|.'|||-|'. ||I|;]|.I:| qare "“'r
sgnoned the equally signiicant mtuence of the
Mo Eachimas on Flamtley W agree i penenal
thas Plaans motifs were mportant lor Hartley,
however, the specalic caamples tha | propose ane
entirely drmen brosm the collection ol the Museum
mir Vilkerkunde thar Flastley sow o eahidhotsmsn i
Berln in 1914
Auzpust Macke, Masks in e Hiaur Barer edined
by Wharsily Kandimky and Franz Mare, reprmsed
as The Blyse Eater Almama documertary cdition
edited by Klaus Lankhest (Mew York Viking Pres
1974), pp Bi—HY
Hartley to Stieghtz, Ciceober %1 1983, Yale
ﬂu-cﬂtd ik I_:_--.-m. “Mlaraden |‘||'|Pl|n'. | SFTES T
and Der Blase Reiter” po 16 o a discussion - of
the hroader contexe ol Kandinsky's inluence on
Hartley, see Sandra Cail Levin, "Wassily Kan
dansky and tlee Asiesican Avant-garde, 9E2-19507
PhIY diss, Rutgers Hpiversity, 19760 pp
-4
Ciwer soe chowsand obgeces were losy or desiroped
churang Warkd War [l 1 s extremaly gratetul 1 Dy
Hersr Harmmann of the Suseum fir Volkeskunde
fiowr thas mboemsation aml foe hes expert gmdance in
my research gn the Berlin Collecoon af Marth
Amenican lndian Ars
Hartley worilel have seen these egghepomeed stars
on an anomymiess European religiows painteng
reprogheced in e [See Ruler, po 167 Hartley ina
leerer g Stieghtz, Awnest 1993 (Yake), rederred o
the eghn poented star that he sea “evervahers in
Berdin  all the kings wore i over sheir heart—the
soldier on the forehead ™ Arnaold Biamcheck ina
letter to Dhencan hillips dated alter 1943 (Yale|,
reterred w Flastlew's meeresr i e lron 'i._nr-.-.
imven b Ronnebeck and b cowsin, Karl van
I r:"l.'t'l.IIH_ Boar |.‘||'~\.I:|Ih'|lll'~||lr|,| WA SEFSICE
This woslen sculptime was lost or destroved dus
11 1&:-'urh:.| War 1 Phr Mlaur Erie |,!-cu_||.'|'||I_-|'|r.||1.'
eadition. g ®H
Harmlewy we Scieplicz. MNovember 3 1954, Yake
FHartleys last warks influsnced by Primietree are are
abssrract PANnEinEs vy PF2 S based an African nes
tihe (Reproduced as plaes 17 & and B im0 Marsden
II|.|rI|r1-' IRFT=ja4d 1 LW Pawi .-'l.ll' ';..|“-|'|'\..' EFreri
vale, Lang liland, Sovember 6= Jecember 14
KL §
Hartbey o Steegleiz, Movember 12 1914 | misdaied

1l Yale
Mlarsden Hartlew, "Red Man Ceremoniali. An
Amencan Med lor Amesican Esthencs” Arf and

Archaraledy 9 lanwary 1920, p 14 For a discusaon
b rhet |r||||||,'r'||r il |l\.|r-|!,l|'.|r| WHEETR & an
Hartley, see Gail Leving “Slarsden Hartley and the
| UFCIPe AN Apeann Lande Arie Migdzeere 54 R
temvher [979 pp | 5E-63

Slarsifen |IEJII||",' The Had Slam
Mew York B atid ||..|'|||._l|1l 149281

i Aiprrilusei me
the Ari
M Here Hargley retermed o thie chicirmins CHps
o Alaska ||-.'|‘|.||'||1,' '|||||,_-|| £ b at
|r-|.r."i|| ed in L Wir Mavdee

lhid 26
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misst have had conaderable inlluence See alio
Marden Hartlew, “Frikal Esthensics ™ The Diaf
Miwember 16 1916 p H

Man Raw  Sol-Pordrail (Boston Lictle, Heown
1961 p 75 The ome dewribed in this memsr
wirs abswst 1917 whien be took up paiting weith an
ambrush. My dioasssons of ddan Bay with Francis
tmaumann e contribubed oot mecrprictaon
This and the lullowmg quotstion are brom a ques
tiomeaire Adan Haw complered abioait his painting
Fivr R (15941 at the time it weas acpaired by The
Whitney MShseum o Amerscan Arn March 23
sy

Pawl Avrch, The Modern Sckool Asprsiml: Aunarchiiom
and Eduiation in (e Lbeiled Stailn (Primceton Prince
fon Ulniversicy Press, 19800 p 155 Awrich staces
that Wher bogan 10 frequent the Ferrer Center in
112 atier hn'm.!.' been inproduced 1o i by Bobert
Hene In lune 15983 Webser was thee spesker at the
third annaversary dinmer of the Ferrer Center His
poiry ardd woodsces were publsled in Tie Modres
School magazine Man Ry, Sil-Pordral pp 2135
recomnts his participation i evenim bileclisses
arl in the socaal scene at the Ferver Center durmg
thits same period

Main Bay, Sell-Parbrnt p 23

hid, p 54

hicl, pp 74=75, -and p 18 for his recollectson ol
weeing Afncan arm at “HFC and pp 7475 lor his
adlrmesion that he attempied o pcrs.l.l.dr: his weibe b
wear 3 leoipard shin By anneing thal & “premitive
and s wit was mfhicncing misderns inall oo
tries, 1o wear this would make her ook mase org-
wrial”

re Lavas vo Stephitz. April 20, 1911 Yale
Chuated i William bnnes Flomer Allred Sinpkiz and
ihr American Arani-Larde [Boston.  Mew York
Craphec Sociery, BT70 pp PrE=9% Caeera Wk
4H (Dgeober 19161 po 13 reprinied Chardes H
Cattin’s acouan: (rom the Ness Yook Amercan qui
g the arganizers that “this i the first time i the
history of exhibinions thar Megne ssamiaey ks been
shonwen fram the poant ol view of ant” For de Zayass
cwrs gocoant ol this amd other Africam art exhas-
tiors i Sew Yok, see Marius de Zayas, "How,
When, and Why Modem Ar Came o Mew Yok ”
introghection and notes by Francsd b Maumann
Al Magazme 54, Aprel 1980, pp 10P—12. 1 wsh b
thank Francs Memimann for his luchpsbul sUgpeshiang
pertmming o de Enas amd Pamitive am De Savas
caplaived o 100, thst be met Pl Canllawme
thirough Cunllaume Apollinaire, whaom he had ear
lier et thaamagh Picabi

e Favas, “How When, and Why' p 114 Foe a
thoeenigh amatss ol de Zayass cancatunes ansd
their impartant impact on Pcabia and ohers e
Wilkard Babin, “The Abstract Vision of Marius de
Lapas” The Art Hulletin 62 Seprember 1900, pp
13457 My dhsoussan ol de Zavass acdaptation ol
the Pukapukis voul-carchier that folloss is based on
Eohms anakesis

Coady hed met Max Weher i Pars, and chraisgh
hll'l'l Hl'.'l'lrl I'I.l!ﬂ.ni-l_i.l.l Hr.l|w hlll_"n ||||_' l‘_||,|_'lll'\-\. 'f'il_'l:
ludith K Feerer “Fobert | Coady Forgoren
Hﬂl"k("\.min for Avamd-{ u]ll*" |||||,|||' n -'l_1|l1_'|||_.j
19751 pp TT=H9 1 omdy
'\-|1II-'|-I:I:| Afncan ﬁnllpmrr i his H"lH'-""" s |_'.;|r|l|r i
the aprimgt ol 15914

Ckrimnal anmemecement circular foe the apening o
the Modesn Gallery, 500 Fibth Avenue
Cletsher 7 1915 reprinded am § aemeed Wark 48
Licioher 1916 391" and the Sidern
Caillery” bportant exchabainmns o Alricam s wepe
held at the Modern Caalbery i 1006 and im 1918 [rir
revicws woe de Zavas, How When, and Wiha
pp =13

Mariis de Zivas “Modern Art in Conmection with
Meeprn Are” Camrr Work 48 (ODceoher 916 nT
Miprius e Savan, Alrrces Megroe At It Diflustos on
oderm Apt (Mew Witk Misdern bl v, I For
3 disguissiom it dewelopment af de Zavas « ideas
om Abrican art wee lilich Silczer

Arrr i Arl Brparie 7

on

i 63, as
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tew York Diada” Ars Aagazoee 51, May 1977 pp

=47 % Favas whas viewed Alrcana ax micl

lecmally inlerior cluldlike wavapes, was not aware
o mane acouee il'l.lhmpﬂ!ﬂr'_ﬂ.‘ﬂl GG

e Pawas Alrivs Mojro Ard p 41

Shieeler priblishedd anly twendy iwo oopees, o Ehos
btk bt i weas oowred By several arnsr enc loding
Wiehser amid Forach B L Besd The ddan From Mo
Yark Tohe Clhymn gnd e Fripedy (Bew York Osbomd
Unn.mu::,- PPress, 1968 p. §56-57 For example,
by 132, Cdumnns “interest m Cinenal, Afncan, and
Posbymesian art and artilacos contirmed . but maanky
ameng the ancessors of the moders ™ n fuse 19332
Chuinn bowght an Advican Primitsve forio wath a
sknne base toe BHYS from Maries de davas boe
Frimitive art m the Arenshens Collection, see Fran

cis Mawmann, “Waleer Conmad Arensherg  Foes,
['lnnm_ and F'.ITI:II:ipIn-i in the Mew York Swand

jeande. 194 5=200" Plikadelplia Muioum of Ard Ballenin
T, Gpring 980, pp B-00 which reproduces
Sheelers photographs of the smerior of the
Arencherg spartment in Mew York ¢ 1918, slwsw

ing Afescan amd Aziec soulpnire Maumann noted
ol Arensherg, p 10 Ol opposite ends of ghe
manibepoece. lor cxample, hiee placed Hraneusis o

Jq:t.u' Sem and an African hgrure, ssppesing ik iy
s comparizan of marerial—horh being wooden car
i mimted on gray stene bases—hbut also their
tene ey toward a common abseraction ol lorm
It was from de Favas in 1905 ihai .-!|.1l.'-ll'|btr|£' nis

chased Inis firse Pre-Colimbian sculpruse ™

Raberta K Tarbell, “Soulpmire in Amerca belare
the Armory Show Transition o Modern” in Bin-
duard  Amerrican ﬁn:ln',!:iurt. idig=poan [Mew luns

wick, B Rimgers Universioy Arr Callery, 1974
pod See alio chap 4, pp 456 Foberta K
larbell direce Carving” for & wirvey al chese
American soubptors: There s reason b0 doulst ghe
woouracy of Lairents recollscnions See Peier W
Muoak, “Robert Eaurent (I BH-19700" in The Eobeei
Laurmt Memorial Exbaitien (Durham Liniversing of
Mew Hampihire, 19721 p 05 who nobes thae
Harey mepoduced Laurene po Picasso sn P and
that he mbmared Bose Persod paintines "%l i 16
passable thar Lavrent cdid correciby recall seemg
Alncan sculpture at Pieasso’s m 1907 (25 Tashe!|
states ! belore e el foe lwaly be Lter admigted be
hadl imventex the much pubbcized story that he
sticieg im Bome with a wosd carver named
{.'.lu'.r:ppl.' Fluratari Bosamuend Frod, “Lausent
Frames 1o Frpnures: Brivtamy to Brosokbyn ™ At Mran

April 1=14, 1941 p 10 stases that Lausent met
Picasso i 19095 angd adenmed the work ol che Hlue
Perd

Tarbell, Threct Camvimg” pp 5033 See Willlam
Zorach, Art s My Life An Awichiography
C beveland  Wisrld !"|,||!|||-.hlhg|: o a7 p s "l
wias interesbed m primeirve art Whem we firsg came
£4] Nl:'u' 'I‘i:rl; I |'|.||;| EEEF II'H_' -.fu!p{uh_- il I:|'||_' ||I||."r-|1_'\-|
and the Savans and the carvinge of the Eskimaes in
the Ausewm od Banumal Hisiory Ar 291 Seplings
ialbery, | waw Dle Zavas exbubwison ol Alvican sulp
mwire “le had am extrasedinary magsc amd spintual
cpaalivy that w unemualed Charles Sheeder made
2 rmaarvelous ser of |_'||'r::1||H!'.||'_'||'|-| ol this -.|_|I|.1II:||.IIq,' ]
cenrld a2 Brast have them throuph Sheeler's ok I
cost Niftey dollars | oosld harely scrape the maney
tigeecther bupt | basesche the bowok " Zorach recalled
incarrectly that he had: sailpeed  lesam o the
Arican muahopary Paul 5 Wineert The Sculptues
of Willeem Zonick (Mew York: Plaman 15961 p 20
memniiing 1h.|| 'Il':u. i ﬂ:lr % -;,.5|w_'|_‘| in l'rl:n.'||1
cetwn lrom maplewssl thar Zorach heowgh
back treim Calibisaieg and discisaes s inberest m
Alrican scolpmre amd sis anfluence on s wirk
|":i|-"'.'|l_h |.|n|:|_| I|'.|' {hnoe ks Bt |11.1|'.-'.-;_-.5||'..' e
(43l

See letbrey Wiechsler “Maechaie Sestlsctscs aimd A
Preco,” i Vimanard Amreercis Soulpiuee s i=esan, p
Ml wher cnies Miwe] Frackomans lisdioas o D
ungublsshed smdy “lshn Seares and thie Cingins ol
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Plew Yok Wlmiverary 1975 p 12

Bevis Hilllier, The Woeld :-II'.-lurr [hego | Mew Tk E P
[higeon, 1971), pp. 2H-31

Alesander ©alder Calder Ar Auichsgraply il
Pactures (Bomton Heacan Press, 196610 p B0 ket de
Creeli soulpied an abstract limesione carving. Koy
ade ta Afia w PIFT. see plates 26062 a0 Jules
Campun, fosf de Coenll i Mew York: Eennedy Craph
1l € A Presa: 1973

Calder siarted carving m 1936 hefore he weni 1o
Pariv, b the earbicst carved] works seems 1o have
been snspired by Amverican bk art rather than
Frimigive saxilpeues Lam gratehul 1o laen M Martee
liar -.|'|ar||.1|: with me herexcellent research on early
Coabder See Joan M Slerer Tvieractian o Ames
ican Sculpiors with Furopean Modernists Alex
.111|,|H i...ilﬂ.lﬂ .||1||;| l'a.'lﬂ'll.] H-ﬂ'Hljl:hl. [y} 1-':'r.l.|;luu!d
Armerican Siulptare ivia—pose, pp 106-T lmn &4
Aleroer, “Alexander Caliber, the Formuative Years
P des, Universisy of Delaware, 19741
Calder, Auipbagraphy, pp 1075

Caorge L K Morrn “Conemporary  Winater
1'|r'|||-.h .-'|I'!|-d. I!l.l'll‘:\-l'll:.ﬂl'ﬂ_- Thy l|':|]||' |_J|rn.||r'|.' |'||'l.1'\g'.|1|r|r
93 (dlarch 19201 pp 103=15, quoted im Melbnda A
Lorems, LT LK Meren Ariial amd O AR
Arbor LI Beseznch Prees, 1982 p 5

bllatulka also colbectsd Afrscan and other Primitive
measks, which he included in s stall-hile composs-
tiomy durng the early 19306 See lun Aatulka
AG0—1%7 3 IWa\hlngm-n_ B Semathsomian
Imsticutonn Press, P80 pp <67 and 72

Laieeniz, Grovgr . K Mewrr, p 13

Ceorge L K. Morrss, "Termand Leger versus
Cuilasm,” Hulletsw of the flwseum of Sadern Ard )
Clerober 1935 p 7

Far an excellent analyss of some ol these
especially Imdigims Hinling Ma 4. see Micodar
'[:ll.m*-\.h' Ir, "Pdabes and Fosiknofes on a |:'.JIIII|=||.:
|'I-'..' :,,.l.'llrj_lr | h Mllfl'l'a_. “rllllrl"\.lr}' |||| Mear Mlexsco
Art Musren Bellein 10, 1976-77 pp 311

Ml quioted an Lowenz, Learge L K Morrs po 1
Paul Canlllaume and Thomiz Munrs, Prsifee SNegrs
Scuplurr (heew York  Mancowert Brace, 136 p
133 Camllammes mole i promoting African art was
eliss l;lu.l:l,l 'I-'..' 'I:, TS ”qll 15 af s, .HTHFII “ﬁ'l:lp-
fure” reprmted m Clive Bell Sisce Cizanne [MNew
Yook Harcoary, Brace, 19221 pp. 113=21 Hell adse
mentioned the impact of African sculphure on
mcderi Brench grnises

7 Franz Koas, Promatior Ael (© .:rnhrldp_\:' Mass Har

%381 Hoas hed earlier
expressed enthusasm. bor the art of Mosthwest
Coopst Indias in “Representative Art ol Promitive
Peipbe " in Halme Anniverurey Vol Wi hinegrbaan
ke Hr'!.lml. s 1906 Fora PECHIE ol artssts whs
became fascinated with Morthwest Coast Imdian
R3] |_ﬁ|r1||._l thie 1940k sec Aan Lavaon, |:'.||!|Ilr|H
witsicle the Paradigm Indian Space” Arei Migazin
57 lebsuary 1993, pp 8=k

lohn Ciraham, Sysiens and [ialecicos of Arl (Mew
Vil llrt‘php_ Squsdions 19971 reparmd edition, lobs
Lorahams Syciem and Dialestecs of Ard, withy introsdue
1E |1l.l :".1.|!|_|.| E:|'\.-\.I|:||| _-".!||_'|'\.||.||_|c '|$t|l||:||_||-:: lalins
Hopkins Press, 1971

|||||_‘| laresiirg h\ 'hlrllll'al; | I|_'|1|H.-|_ [ A=k
Slary s Machlaoghion, Adalph Cortliech His
1 e ained At an .-||.L|'.‘:|". Capinkisfy. A krlr.--.“:r..‘l:u Ml
Yook The Arts Publsher 1981 p 30

Caabam, Syadom and Dialee res polis fealics are my

ward Ullr'.'l:l'\-\.ll i I‘II'|"iI-\.

LT
laha Laaham prclate b Fabrtniaan of Scwdlduis aof
0 Al U nviliztions, looques Seligmann Callery
Mow Yok 1936
Lrabam o Syt e Lo fece
Wl KamBusky The
rar Mlichael Sadlier | London and Himtin £ on
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"THE CREATION OF THE WORLD"

|L.aura Rosenstock

arisian society after World War | manitested a grow-
ing fascination with both African and black Amer-
ican art and culture, the two tending 1o be conhused
in the popular mind The appeal of Atrican sculpture
and American MNegro jazz and dancing influenced a
variety of levels of Parisian culture, including entertainment,
fashion, and interior design
The extent of these preoccupations is perhaps best exem-
plilied by the Ballets Suédois's 1923 production of The Creation
of the World The decor and costumes by Fernand Léger were
developed trom the artst's drawings after African art, the
scenario by Blaise Cendrars was based on African myths; the
choreography by lean Barlin involved him in research into
the cthnography of African civilizations, and the music by
Diarius Milhaud was inspired by the jazz the composer had
recently heard in New York |t would be, wrote Léger "the
only possible ballet négre in the entire world,” one that would
remain as a model of the genre ™
At the time of The Creatron of the World the burgeoning
vopue of black culture was reaching its apex in Paris. "Art
negre had been of interest 1o vanguard artists in Paris since
1906 But it was virtally unknown to the public until afrer
World War | Before 1919 there were only a tew scattered
gallery exhibitions contaming African sculpture Then in
Mav 1919 an exhibition of Primitive art entitled Premiére
Exposition d'Art Negre er d'Art Océanien was organized by
Paul Canllaume at the Galene Devambez in Pans. Guillaume
also arranged a “Féte Negre” in conjunction with it2 While
the claim that it was the
accurate, this exhibition propelled African art toward the

Arst” such shiow was not ouite
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ers have associated African art’s sudden popularity in Paris in
the twenties with the presence of Sencgalese and Zouave
troops that had been brought to France to fight in World War
¥ Whatever the immediate catalysts were for this trend, it
was certainly a reflection of a widespread desire for fresh new
art forms that would be more direct, natural, and unrestrained
than those of prewar culture

Vanguard activities in performance, theater, and ballet
provided the types of new experiences the public was seeking
From 1917 to 1926 the partcipation of modern painters in
theater and ballet design was greater than ar any other time
before or since, theater had become the main preoccupation
of the day "There has never been an epoch as frantic for
spectacle as ours The rush of masses toward the screen or the
stage is an unending phenomenon” wrote Léger® During this
period, theater more than any other art form was responsible
for introducing the avant-garde movements o a wide public
lust as Picasso's decor for Parade had exposed popular
auwdiences to certamm ubist ideas, so theater tamiliarized the
public with Dada and later with Surrealism movements
particularly oriented toward the popularization of Primitive
culture

The [Dadaists, and w a lesser extent the Fuminsts, had
looked for inspiration 1w the sounds and the dance of tribal
societivs, Alrica in particular “Atrican Mights were organized
at the Cabaret Voltaire in Zunch in 1916 with Richard
Huelsenbeck chanting his “authentic” Negro poems (each
ending m shouts of "Limba, umba”l to the accompaniment of
a tom-tom Huelsenbeck describes these evenings “Together
we created a wondertul Negro singsong with clappers,

13
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wooden mallets, and many primitive instruments  our
(_ubist dances with masks by lanco (p 537) and homemade
costumes of colored cardboard and tinsel ™ Hugo Ball pre
pared a soirée at the Galerie Dada "l am rehearsing a new
dance with hve Laban-ladies as negresses in long black calrans
[ristan Tzara, the main torce behind the

Dada mtere<t in Alrica

and face rmacks™
he published some forty “African
Primitive and Western art

FHOCETYS WEODE ATt |{"1 COYMIPETIng

and lectured on Atrican sculpture) interspersed pseudo

African words such as "Dechilolu Mgabati Batlunda™ or "Soco
Beai Atfahou” m his 1916 play La Premiere Aventure celeste de M
Antapyrine

[t was ot surprising that Dada primitivism usually took the
sounds and rhythms, since such performance
[here were

torm ol Atrican
was an aural as much as a visual CAPrESSION
however, isolated instances of Afncan-inspired plastic eflorts
in bath the Dada and Futurist movements. Fortunata Depero

and Calbert Clavel's Plastic Dances, presented in Rome in 1918
at the Teatro dei Piccoli, revolved around Diepero's "The Creat
Savage a wood fgure taller than a man which, like Alrican

sculprure, displaved (in Depera's parody ) such accouterments

3 headersst, staft nose ring and protruding navel Marcel
lanco'’s drawing of two Meero hpures likewise recalls African
ik I 946

While Dada and its publications remamed virtually

URKM T 1h |".5r|w. untll 19919 an "Adrican  settinge  Tor t|ve

PSELYSEES
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Ahave: Paul Colin La Berse nigee o the Thédter de Chamas-Ehvides. 1936 Color

lichisgraph &1 1 46 189 & 18 ol Musee de s Pubbicied Paris

Lete Photseraph of “The Creat Savage” a lile-size dewpned by Forn
!

Axto Depero o hs and Calbeert T laved's hallet Pladic D QN

Parisian theater had, nevertheless, already been established in
Apollinaire's Les Mamelles de Tirésias, performed in lune 1917, in
I his

mute character was -u|1q1|u'-.| with a celection of noisemakers

which one actor was cast as “the people of Zanzibar

Black American culture also became popular at this time as a
result of the arrival in Paris of waves ol Americans who in the
1920k constituted the langest group of foreigners in the oty
While American ragtime and cakewalk music had first
become known in Europe around 1900 (John Philip Sousa
himsell plaved this music in Pans in 1903), the widespread
vogue for American black culture—its revues, entertainers
and jazz—became a phenomenon only atter the war

lazz had been introduced to Europe partly through Amer
ican saliders stationed there during the war, by radio broad
casts, and by Dixieland albums recorded in 1917 by the LIS
Victor company Louis Mitchell's orchestra, teaturing Sidney
Bechet, was the tirst black jazz band to arrive and remain in
Europe, and it was tollowed in 1917 by the appearance of ather
Black jazz musicians By 1918 black American orchestras were
plaving at the Casing de Paris and at parties and numerous
social events: Possibly the hrst private soirée to teature Amer
-_i:' |-|'.|:II”|-'~I|I ]

ican jazz occurred at I|'|l: home ol |'|l.'|'|"'l

-I'..I:"II--'. 1914 | |'|l. eniertammment -.!l. | '||"|.'-..| ds a gncat k""l'l.""

féte” included a performance of Francis Poulencs Khapsodi
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mire faze hands folloswed in 1919 and i 1921 the | heatre de




Champs-Elysees presented The Most Famous American
Southern Syncopated Orchestra, which pertormed a vaned
program featuring spirituals and jazz drumming
demonstrations

['he rage culminated in the stardom of losephine Baker As
recounted in her autobiography, it was Fernand Léger who
had suggested o Rolf de Maré that he bring a black troupe
from MNew York to Paris De Maré was director'manager of the
Theéatre des Champs-Elyvsées, which lunctioned as an opera-
and-music hall tollowing the dishanding of the Ballets Suédois
in 1925 La Reowe negre. produced by Caroline Dudley, was
consequently brought from America and opened in Paris in
Cctober 1925 It imtroduced Josephine Baker, who virtually
overnight became a FEuropean legend® Artists responded to
new black fashions and personally feted Baker Paul Colin
depicted La Kevue wégre in his posters, Alexander Calder's tirst
fully realized all-wire sculpture is probably a 1926 figure of
losephine Baker®

I'his enthusiasm for black culture was reflected in flm as
well The hlm Privcess Tam-Tam (1935) starred losephine Baker
cast as an Abrican native girl who comes 1o Paris where she is
passed oft as a "princess” and becomes the toast of tashionable
faris. Even earlier. lean Renoir's silent tantasy/satire Charleston,

made in 1927, imagined a black Atrican | portrayed by lohnny
Hudgins, star of La Revur négre) coming to Furope in the vear
2028 when Furopean civilizanion bad died and encounter
Catherine Hessling! dancing the
Soaciety party scenes in films such as Marcel
L'Herbier's L'lnhumaine (1923) had commonly depicted black

ing a white "aborigine’
Charleston

AL b |.|!|.‘ |l.!.'I|.|.II"I.'IZZ| entertamers

Vanguard artists reflected in their creative etforts their own
captivation with black American culwre, especially jazz In
Mew York in 1913 Picabaa p<||r'-1l.'t| Megro Somg | and [T afrer
reportedly hearing Negro songs in & restaurant Gleizes
painted his lazz in New York in 1915, and Cocteau wrote to
him there in 1918 toask him to send some examples of "MNegro
ragtimes from Mew York "™ The expatriate American painter
Cerald Murphy had the latest jazz records sent to him rep-
ularly while living in France In their home on the Riviera
Murphy and his wite entertained friends by singing American
Megro ftolk songs and spiritals, including some unpublished
songs they had discovered in libraries

The first treatment of jazz in serious French music was Enk
Satie’s score for the 1917 Ballets Russes production of Parade
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which is amimated by jazz rhythms and music hall tunes His
borrowings from jazz are particularly pronounced in the
music entitled Steamship Rag ("Hagtime du paquehot

which accompanied the dance of the character called the
Little American Girl” while she mimed the actions of catch
g @ tragn -.|I'|'.'II';-_' a Car, -sWITmmeng actimE 1n a Imosee .|r'|q._|.
toiling a bank robbery At one point, this character imitated
Charlie Ch ||'l]l|'| s walk set 1o a passage ol sying l:-|'l.|'.|,'|._| mielody
and rhvthm !

Stravinsky too, was influenced by the new sound

He had
received some ragtime sheet music trom I,|'|-:_'-:_|||:'|i':|'-.-;_'| Ernest
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live jazz bands, conveved his interest in the thythmi [Primci
l"l" 5 .:|'|‘| IMProOVESation || mature ol - e

In Paris atter World War | some voung composers gathered
around Satie. reportedly giving performances amonge the

LEFican si l|||'-I|||- s im Paul Guillaume's gallersy'? Tean Cocteau
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Poulene, Ceermaine Tailleterre and Darius Milhaod — werr
fater bantized "Les Six” by the critic Henri Collet. According
o Milhaud. Savie was their mascor

Hemnning in February 1921 Cocteau and Les Six freguented

the Bar Cava, where the pianist lean Wiener plaved jazz with

the black American saxophonist Vance Lowry | here, and at
¥

its later imcarnation, the nightclub known as Le Boeub zur le
[oit T teaw: Milhaud and Picabia would take wurns as jazz

drummers. Although Milhaud had previoushy been fascinared

|'|".' '.I|1‘h:].|l hs I_||I'|'|x |'|_' ETRCK -:_||':‘.|_'||_'|_| in Brazil in 1997=1%" his
Mrst sSIENINCanNT CXPOSUne [ azz Came in | aondon in | 120w hen
Billy Arnold and his NMew York band plaved there |n 1922
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York and was taken 1o hear MNew Orleans jazz in Harlem

where the music, he said, "was absolutely ditterent From

-|f|".'|.||I|i;_-' I |'|-..I-\..§ L= | |1'!.'.E'-l.| b tore

Alchoush PETTEYE that s traditional Alrican society

and contemporary Black American life constituted very dil
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viewed the twio as essentially one and the same  he writer
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traveled o Timbukog the vear betare ) described Harlem as a
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minature film Charleston includes both an
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I'he fact that certain SpECTs Of African music appeared 1

abscured the comemporary urban American context that wa




Framire Semalo. Feary Coast Wood  Pub
lished im Mlarais e Lovas Alricas Mears Are Croiache and ink, 12 % 8"

i InfTurser ew Modiew Arl. 15HE Mliew Work

the proper home of the jazz idiom |t is widely accepted that
the syncopated rhvthms ot Africa continued to be identihable
in jazz even though in jazz they were combined with French
and American popular music, folk songs, military march beat
and dance music Many scholars ot jazz have writien on the
close connection between this new musical form and its
Alrican sources and have noted that the solos plaved in
Harlem have the same rhythm and expression found in con
temporary ongo tom-tom ceremonies'® Robert Goftin
insists there is no doubt as to the survival in jazz of the Atrican
tradition and believes the mole of the jazz drummer may be
traced back in a direct line to Abrican tom-tom beaters, “At the
base of jazz. then” he asserts. “we find African rhythmic
expression larshall Stearns describes che similarity of jazz
rhvthm to West African thythm, detecting the survival in
iazz, albeit diluted, of elements of Dahomey music. including
its comphicated rhythms, call-and-response pattern, the blue
note and blues scale, drumming and use of the so-called
falsetto break

| |'-| e @ |'-|--.'|;-|'1'!'||-'||;--.-.. L]r-.‘ur .||'|l._| xlll'l"\-l:ll'lll.'ll -;_l:‘ih.'!'-:'l'll. 5
between American jazz and Atrican music Schalars have
observed that unlike jazz, African drumming does not break
diovwrn intoea structured rhvthm nor dees Abrican music have a
developed native harmony Furthermore, the elements that
give jazz its distinct tonal system and form are Furopean
placing it hrmly within the orbit of Western music!

Whatever relationship mav exist between African drum

ming and jazz, between African dance and the cakewalk or
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(_harleston, lies outside the scope of this study It suffices that
tor French =ociety in the 19205, the general public as well as
the imtellectual, black Africa and black America were inex
tricably linked and trequently presented together, with black
.'ﬂI.[T'IL‘TILEII'l I;'.I!l.'..IT"L' l“.'fl“.‘l.i ].‘.‘.‘I'It'rﬂ”'g." d> dlN L'I'.L‘T'I'-ri“]l'l ‘IJ' .'"n.fn-;.' dil
tribal life

The confusion and intermixing of the two cultures is evident
in the Ballets Suédois's production of The Creation of the World,
first performed October 251923 at the Thédtre des Champs-
Elysees (p. 4771 The Ballets Suedois had been tounded by
Bolf de Mare in Paris in Ociober 1920 The com pany
venred into experimental dance and theatrical spectacle,
sometimes incorporating 1azz rhythms, as in the music of Les
Six tor Cocteau's 1921 production of Les Maries de la Tour Eiffel
or l;|‘|:ll ol '[._-I'!Il.li_' l'ul'[q_'l' o Within the U‘ln_l!.r 21

he scenario for The Creation of the World was written by
Blaise Cendrars whoin 1921 had published f_}hjlhm!u!pr HegrE, @
compilation and translation of Atrican literature Cendrars
admired African literature tor its beauty and power and con
cidered Africa one of the richest poetic and philological
sources He developed the story tor Fhe Creation of the World
insects, birds, and
hnally man and woman emerge trom a shapeless mass in the

from African creation myths, animals

presence of the three giant deities of creation

lean Borlin, the company’s choreographer and principal
dancer. had wanted 1o create a "ballet négre” ever since 1919
In 1920 he performed a solo dance called Sculptare negre an the
Cormed e des € .|1|-|1'|'|F1'-|-|'.!'\.-"-..1_'I_"\-\. p 479 Far The Creation of fh
World, Borhin researched the ethnography of African civiliza
tions in libraries and museums and, according to André Levin
son, was especially impressed by Weat Alrican dancing on
stilts and on all tours, which he adapted 1o his choreography*

Milhaud in wrn had wanted since 1922 to adapt the jazz
stvle and write music in the "chamber” scale of the bands in
Harlem At last in La Création du Monde | had the opportunity |
had been waiting tor to use those elements of jazz o which
| had devoted so much study | adopeed the same orchestra as
used in Harlem, seventeen solo instruments, and | made
whaolesale use of the jazz stvle o convey a purely classical
teeling "1 The score Milhaud composed for the ballet reflects
these adaptations in its fugue on a jazz theme and its "blues
SeCiioms

The extent however, of Milhaud's assimilation of jazz n
his ballet score has been debated Some critics stress the basic
dissimilarity between jazz and any form of symphonic music
and state that while modern compositions such as Milhaud's
have included various rhythms that may have been suggested
by jazz, they "do not involve the essentials of the jazz lan-
guage. * particularly with regard to improvisation

The drop curtain, decor, and costumes for The Creation of the
World were designed by Léger who began his drawings tor the
ballet by studying and directly copving reproductions of
Atrican sculpture ?* As noted by lean Laude, Leger's drawings
are often almost tracings from Carl Einstein's Negerplastik and
Marius de Zavass African Negro Art Its Influemce on Modern Ari
For example, Leger's pencil study of a Bambara antelope
headdress illustrated in de Zavass book is transformed into 2
costume design tor a brightly plumed bird

Sketches tor the drop curtain show three heads inspired by
Atrican sculpture. The decor consisted of three hgures repre
senting gods, these were actually free-standing cutouwts,
maoviable and meant 1o be carried about (p 477} They may
have been inspired by Andree Parr’s lite-size cutout silhouettes
ol jazz musicians that Hanked the ser of an earbier (19211 Ballets
Suedols pil:-l.!l_LL,EIIII1 [ Howmmie of son desir Indeed | Cuer and the
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The suthors of The § rataes of the Woeld From ket m right Larus Sl b, Blase
Cendrars, lean Borlin, Bolf de Mare, Fermard |.1;_!.:-.'r and Maunce Baynall Flements
ol the decor by Andrée Parr Tor O Homme of som désir A peEr an the I'lj.-_ L|_Il|l|||1|||
Phatograph Danimseet. Soockhotm

tographed backstage sitting amongst Parr's hgures (above) 37
While Leger's early sketches for the decor were illu-
sionistically modeled. the final result, composed ol flat inter-
locked shapes, was nonsculprural and colored rust, brown,
acher, white, black, and blue. A series of planes—wings and
top cloths—bearing geometric or landscape patterns (possi-
Bly related 1o decoration found on African pottery)2¥ encom-
passed a backcloth painted to suggest mountams and clouds
The cloud section of this rear plane could also move

The costumes were designed for a multitude of characters
messengzers (of the godsi onstilts, whose interlocking patterns
and colors related them to the deities, characters with outsize
masks; figures compaosed of flat black shapes (p 479), brightly
colored animals (red, blue, green, and vellow ! with appended
arms, tails, and beaks, a man and a woman in black padded
leotards | he surtace patterning of the costumes was meant to
recall scarification marks and other characteristic patterns of
Alrican sculpture

Légers costume designs retlected his decor, particularly in
their colors and flattened patterning As a result, the charac
ters lost ther individual identity and became extensions of the
overall set design During the performance the scenery was
made 1w partucipate in the acuvity of the characters as the
costumed dancers actually shitted the decor while performing
om stage, turther blurrmg the ditferences between the charac
ters and setting As the ballet opened, the crowding and
fusion of decor and fgures suggested the reign of chaos, then
slowly the decor was moved apart, the clouds Hoated up, and
order was imtiated

The Creatron of the World, with its story of primeval creation
set in an Atrican context, mirrored both the popular desire tor
societal rebirth—{or new sources of energy— that followed
the war, and a widespread beliet thar the Epvptian/Archasc
Cireek roots of Western art had originated i black Atrica (p
243

and exoticism such a theme required

Léeger hoped to mvest his gods with the sense of mystery
Milhaud

observed, "Leger wanted to adapt printive Megro art and

Indeed
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Altbough Légers decor lor The Creation of the World was
inspired by African sculpture, he was not substantially imiflu-
enced by Primitive art betore or atter his work on this ballet
Even for this ballet, the inspiration Léger dernived from
African art was quite ditferent trom that experienced by
Picasso and other artists who generally valued Primitive art for
its tormal and magical properties and absorbed these traits
into their own work. Any real interest Léger had in Primitive
art depended less on its soructure than on what he wok o be
its spontaneous, vigorous qualities—in ettect, the same
qualities that had interested the Dadaists [t was this vitality
that had attracted Léger to jazz and to black revues as well

Léger articulated his artistic concerns in a series of carly
19205 essavs dealing with modern spectacle, the dynamism of
daily urban lite, and the technology of the new mechamized
world Attracted by the energy and mobility of circuses,
cabarets, music and dance halls, which he attended with
Birlin and de Maré, he hoped to convey a similar vitality and
rhythmic contrast in his work In the collection of his essays
published as Functions of Paneting he stresses these components
again and again but mentions the Afrncan context of The
Creation of the World just once

For Léger, the Atrican theme of The Creation of the World was
basically another point of departure from which to express his
preaccupations with dynamism and spectacle Léger thor
oughly animated the stage with lighting that continually
dimmed and brightened, with the constantly mobale set, and
the abstract patterning of the costumes which obscured the
human form He had even hoped w employ in the ballet a
complicated apparatus that would have used gas to inflate skins
representing Howers, trees, and anmmals, thereby allowing
them to fly up into the air This project was abandoned
however, because the sound of the gas would have drowned
out the music

Summarizing the purpose of his stage designs, Leger wrote
Man becomes a mechamism like evervihing else, mstead of
being the end, as he formerly was, he becomes a means. [F
destrov the human scale, it my scenery moves around, |
obtain the maximum ettect | obtain a whole on the stage that
is totally different from the armosphere of the auditorium ™
Légers primary focus in The Creation of the World was the
integration of the performer with the setting and the trans.
mutation of the dancer into a mechamzed, dehumamzed
element Viewed in this manner. Léger's mechanistic structure
ironically contrasts with the popular, albeit false, notion of
Africa as a spontapeous, uninhibited socicty

lo suit the popular taste, the reality of Atncan art in
I,'H-i"l_‘ll.ll._'!ll 1k -I_||_'|i as .I.I-Ir|I Fegd b i |'-f !|l|' I|||r.'-rl..lI !1.'L|.‘| L3 |'l|;' b a-l_]lhﬂ.‘l
and made less disturbing In a shightly different context, it has
heen noted that “La Oréation du 1|_r|_lrl.|I! smiothed awav the
FawWitess -.r| I,'|I||'|"|:I|I".'I;_' art |[x |'l-|'|l|'|'||[|'-.|'\.r'|1 WES, M 3 sEnSE
classicized, so that primitive stood for archetypal ™' Hence
Milhaud acknowledged he transtormed jazz w convey a
purely classical teeling " and Léger simplified and flattened his
carliest Alrican designs bor the ballet into more decorative
forms. As | ceer arr l1||_'|._|

I ballet | thouseht omndy i termes of the decoratve. of simple surtaces




covered with Hat colors | did that for Skatmg Rk and for The
{reatiom of the World In collaboration with Darius Milhaud and Blaise
Cendrars, | created an African drama Everything was transposed in
It Asa point of departure | vsed Abrican sculprure from the classical
period, as documents. the onginal dances Under the aegis ot three
Megro pods twentysin feer tall, one witnessed the birth of men
plants, and animals*

By 1925 this stereotypical reduction ot Abrican art perme-
ated a wide range of tashion and style, including interior
decoration Indeed, the couturier Paul Poiret even used an
African mask to advertise his 1930 autobiography Ex Habillant
[étogue?? and the collection of African ivory bracelets that
socialite-intellectual Mancy Cunard wore on her arms trom
wrist to elbow became famous Moreover, Art Deco, which
had reached its apogee when the "International Exhibition of
Modern Decorative and Industrial Aris” was held at the Grand
Palais in June 1925, also absorbed the shapes of African art
The two movements frequently shared similar peometric
qualitics and simplicity of form Art Deco sculptors Jean
Lambert-Rucki (p 507) and Caustave Miklos derived their
sculpted heads of human fgures from African masks but made
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them more palatable to European collectors through a sotten
ing and smoothing of torm and expression as well as chic
stvlization. Art Deco designers inc |I'|:'|-:-r'.'|l,|_-|,| Abrican patterns
in their rugs and fabrics and emploved Primitive motits in
their jewelry and silverwork. Art DDeco lurmiture, too, was
inspired by Atrica, as witness the seats denived trom: cere
maonial stools

The utilization of African forms in the Art Deco movement
lent a sense of the dramatic to interior design, suggesting the
theatrical foundation that had originally p|11_'!-1||.1r|::-|1 these
torms ** As we have scen, the public's great interest in African
and, by extension, black American culture was due in large
part to their extrapolation in theater and ballet during those
vears At first vanguard theater was marked by Dada spon
taneity and excess, primitivism (among other devices) was a
means of provocation, In time, as vanguard artists increasingly

offered themselves in the service of fashion and were co-opted
by the cultural establishment, Légers simplified type of primi-
tivism became accessible and acceptable as a decorative
iiom?® It was in this assimilated mode that primitivism
entered the cultural mainstream
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PAUL KLEE

Jean Laude

aul Klee cxpressed his thoughts about his involve-
ment with primitivism. m fwo noteworthy state-
ments In 1912 while already associated with
Kandinsky and the Blaue Reiter group, he wrote toa
Swiss colleague "l should like to pacity those trou-
bled spirits who to their puzzlement looked in vain [at the
Calerie Tannhauser exhibition] for echoes of old Museumn
favorites such as El Greco The fact 15 that primitivistic
mnovations are still taking place in art, of the sort that one
might find in cthnographic collections or, quite simply, in
one’s own home, in the nursery ! Subsequently, in a conversa-
tion with Lothar Schrever that Schreyer later consigned o
paper. Klee said "Children, the insane, and primitive peoples
all still have—or have rediscovered—the power to see Both
what they see and the farms that they derive from this are for
me reconfirmations of the most valuable kind For when we
look at something we all see the same thing, though each sees
it from a different angle—the same thing, both as a whole and
i all ats details, bevond all the planets, not the product of a
delirious imagination, but a real thing “? These two quotations
become all the more interesting as we see that the first was
written during the period in which Klee became acquainted
with the Blaue Reiter almanac, in which children's drawings
and Primitive art had been reproduced, and that the second
dates from the period in which Lothar Schrever was teaching
at the Weimar Baubaus (1921-23), when the question of
primitivis was no longer a matter of much debate
Fhese two declarations were made at least ten vears apart
and in this period Klee's art underwent some profound trans-
tormations [t is theretore not irrelevant to point out that in
the first, the emphasis falls on the words “primitivistic innowva

tions” and that in the second, the key phrases are “the power
tovsee and “reconfirmations of the most valuable kind ” Klee's
Weimar declaration also stresses a theme that around 1930
would become a commonplace in artistic debate and crit-
iwwism: namely the now discredited grouping, within a single
acsthetic category, of Primitive art, the creations ol the
msane, and children's drawings The association of Primitive
art with children’s art had carlier been made by S5 Levinstein,
who juxtaposed them in bis Kinderzetchnungen s zum 14 Lebens-
tabrr, published in 1904 in Leipzig Klee also owned a copy ol
the book by H Prinzhorn Bildseres des Gesteskrankm. published
in Berlin in 1922 which indicates that his conversanon with
|othar Schrever must have taken place, at the carliest during
the same year

In a study devoted to masks and marionettes in the work of
Klee, Calliope Rigopoulu observes that in Actors Mask, 1924
‘Robert | Coldwater  thinks he can discern a Congolese
mfluence lames Pierce Smith, on the other hand, finds it
closer to the masks of Oceania Margaret Plant sees the
mfluence of Hokusai, and especially thar of [his work ! Th
Chost af the Lantern, derived from his 100 Stores, which was
reproduced in the book by Wilhelm Michel, Das Teuflische swnd
Ceroteske i der Kunst, which Paul Klee was acouainted with ™
From this arises the delicate question of the limits of any
comparative study |F three writers not known tor ofthanded
ness can ascribe the same painting to three different sources, it
15 because the point is not to find a single possible influence or
traceahle borrowing, it is also because these possible sources
all show certain similarines to each other and because only



their common characteristics, such as they appear in the
Actors Mask, are of any relevance

A tew points should be emphasized here Klee never copicd
the obiect or work that he might have seen, had access to, or
owned a reproduction of At the moment of painting or
drawing. he did not have the work before him Rather he
tormed a mental image of it—an image thereby transformed
imo the terms of a precise problem (of form and/or content)
which he would then resolve within the general problematics
running through all of his work Klee became aware of this
tact early on, by 1908 in fact, and quickly set about extrapolat-
ing its pracucal and theoretical consequences "lust as man has
a skeleton, muscles and skin, 50 docs a panting Chne may
speak of a painting's anatomy A painting having as its subject
a nude man’ should not draw its representation from: the
human anatomy. but trom the anatomy of painting One
begins by constructing a framework for the painting that one
15 about to build The degree w which one stravs from this
plan, that 15 the optional part™

Moreover the dithculty of locating any specific source in a
work of Paul Klee lies in the fact that when he situated his
work with respect to 2 work by another artist, he limited his
mitial reference to a single aspect, which he considered apart
from a complex whole In other words, he borrowed only
what seemed to him at that very moment to instigate, make
passible, or reconfirm his own process. The result is that the
source becomes part of a new vision in which it no longer
bears the same sigmﬁcanr.e as in its origmal context but serves
its purpose through the transitions and advances that it makes
possible, through the growth of the conception with which it
is noses imbued and of which it s now but a moment nuurishing
the whole In Klee theory rebes on method, not on a
preestablished system It s informed by the practice that
precedes it and from which it is inferred But theory is also
part of the mental and cultural environment, and is born at the
very center of this milieu of association and exchange

Cine can correctly say that Klee was familiar with Primitive
warks of art (in the broad meaning of the term current at the
turn of the century), including nonclassical and non-Euro-
pean art As carly as 1906, Klee had seen specimens of such
work when he visited the Ethnographic Museum of Berlin He
surely saw, in addition, those works used as illustrations in the
Blaue Reiter almanac, and he also owned a copy of the
Levinsten book Moreover, he had probably seen the images
reproduced in Hermann Bahr's Expressionismus { Munich, 1916
In anather respect. in his writings as well as in those of his
triends of the Blaue Reiter, primitivism is defined as both a
return o ongias and the beginning of a new “spirtual eva”™ It
theretore is embraced more as an ldea in the Goethian sense, a
kind of anelogon of the Lirplaniz in the Metamorphoses qlr Plians,
than as a specific repertory ol forms from which the artist may
draw, and of which a limited number enjov a privileged status
because they conform to an exclusively formal set of
COnCerns

Anather aspect of Klees art that deserves emphasis is the
very particular relationship between its forme and content
I'his relationship is not, at all events, worked out in the same
manner as n F.I-“. el S5 H Tarje M atisse, or oven R‘I 1ht’rl
[relaunay, 1o whom Klee probably felt tor a briel period a
certain kinship |t is reintorced through the mediation of the
'."“""""I”'Jlf '”11]'.";1 ..'II'IIJ & ] rr.'|.'|t:."|] (18] H“"‘!’Ell"\"ﬁ PHOEECN |'|’ |.|"|L'
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Paul Elee: Rosm Peripiehoe uuth Inhabitands 1921 Waercolor over il transier dimsing
on paper moanied o candboand, 1995 1 12557 148 5 = 307 om) Pacl Klee-Stfming,
Eonitrmssenm Hern

“magical || or ¢lse to the similar notions of the “crvptogram of
the meftable” and the "hicroglyph of lived experience® as
formulated by lvanow nations Klee had eccasion to become
tamiliar with, ecither through Kandinsky personally or his
writings It should also be pointed out that by 1905 Klee had
already emploved the methods of Ernst Mach and had relaced
his strong feelings about them o Carl Einsten, who in turn
derived From them certain puiding principles of Negerplastik
and his interpretations of the work of Picasso, Braque, and
Gris The interdependence, as defined by Mach, between the
nterior world of the subject and the exterior sheds light on
Klee's relationship to nature atter 1905 i explains his refusal
tor imitate nature and must be understood in the light of what
Hahr intended when, using Coethe's idea of “experience as the
mediator between subject and object,” he described Impres-
sionism as representing only the “most-of-the-object” while
denving the "most-of-the-subject” and Expressionism as
acknowledging only the "mast-of-the-subject” at the expense
of the "most-of-the-obiect ™ However, as far as Klee s con-
cerned, the "maost-of-the-subject” must not be taken as an
exaltation of the cgo but rather as a predisposition, an
attunement, to receiving the manitest or latent events that
arise or take shape in the external world Here once again
emerge the problematics of the “agn” through which, accord-




ing to Hahr, modern man, in hiving in a histonically imtolerable
situation, comes to resemble “primitive” man. Here the
Weltschmerz of the Decadents takes on a new meaning

These elements, revolving as they do around the noton of
primitivism, and being the produces of both Klee's own
thought and the debates of the time, allow us to tocus on a
number of principles by which we may conduct formal analy-
ses, suggesting directions in which to proceed and provading a
sound base for eventual comparisons Not that primitivism
comprises the entire scope of the painter's work and theory [t
15, however, an integral part of this whole His works
Klee, in tune with the ideas of his vme, pointed out—
emphasize the power to see (and hence to make visible) and
reconfrm the direction of his own pursuits. These are the key

%

pomnts of his 1922 conversation with Lothar Schreyver

From a very peneral perspective, one may say that Klee's
paintings, drawings, and engravings tend to enclose their
surface, above all by means of the line As tor the problem of
two-dimensional representation in the picture plane, here
again Klee does not confront it in the same manner—nor is his
background the same—as Picasso, Braque, or Delaunay For
Picasso and Braque pictorial space emerges as the end of a
gradual, methodical procedure, which constitutes the pic-
torial act; this space is won through a process—in the case of
their primitivism, through the study of the masks and hpure
sculpture of sub-Saharan Alrican—that exhausts all availlable
means for example, the study of the reaction of solids w
light, the desire ideally to preserve local color, the deliberaee
uze of {ézannian “passage;” the ambition to establish a "poet-
ics of the olyect” For his part, Robert Delaunay (whose work
Klee tollowed closely before his trip w Tunisia) wanted to
create "new media,” since i his opimon, Cézanne had already
‘broken the truit-dish”™ Klee's development, at least in his
formative yvears, was of an entirely different stamp, as it came
out of ditterent experiences and was involved with different
CONCErns

It must once again be emphasized that Klee's sevle evolved
trom an engraving techmque where the linear element—

Pal ®lee sl Catobsg @ Somi 1990 Warercalor amd ineia ink on gt monbeed

n catdboard, 12% x 189 (3019 5 478 om) Paul Blee Saftung, Kumiomueum Hern

which the Jugendsnl had already tavored i its systematiza
tion of the arabesgue—dominates, together with Horal ara-
besques Conserquently, his respect for the picture surface can
onhy be seen as resulting from a set of practices wholly
difterent lrom those tollowed by the painters working in Paris
In closely examining, as his genenc theory suggests, the
development of Klees art, we hind the pamter consictently
attentive—despite the "lunisian revelation” that we now
know was long in tormation”™—to the properties of line, ol
which he would do a methodical study in his 1925 Pedagogical
Sketches Ot of the forty-three sections that make up this
work, only the final three are devoted o questions of color,
and these come at the end of an exploration of "movement,
which linearity supposedly carres forward, and of which the
arrow is said 1o be an ideogram. The work concludes in the
tallowing tashion. "We have come to the sphere of the colors
of the spectrum, to the chromatic ethos, where all arrows are
superfluous For now our concern 1= no longer ‘towards
vonder but 'everywhere” and thus ‘vonder’ as well ™

Here, two elements should be taken into consideration to
help in the understanding of technical problems They hgure
as well in the elaboration of the concept of artistic labor as
genesis  First, through his discovery o painting on glass
[(Hiterglasmalerar] which he came upon in 1906—hence
betare Vassily Kandinsky and Gabriel Munter—Klee
developed a method that he describes repeatedly in his lour-
mal? Second, the children's drawings that he studied. but from
which he eventually wanted to distance himself when his own
production came to be compared and likened to them, led
him into other experiments with spatial il lusion ( Room Perspec-
tive with Inbaltants, 1921] and with the foreshortening of
fgures and a general economy of means, wward the pure
sign [Amimal Catchimg a Scemt, 1930) The latter work, inciden
tally, may relate to obpects such as the Bukoba [ Tanzania
cow of forged wron from the Linden Museum collection ar
Stuttgart '

Folk art” like children's drawings, is characterized by a
respect for the surface thar excludes all recourse o either

T :'|.|:I_||-|
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hinear or aerial perspective. In another connection, certain of
the Hinterglasmalere reproduced in the Blaue Reiter almanac are
composed of a juxtaposition of separate elements disassoc
ated from the whole In The Trinity or Christs Fioe Wounds!! the
glasspainter composed his work around the radiant heart
erded by the crovan of thorns and o pped by a cross at whose
foot are two open wings T he connections holding the parts
together are not of a logical nature, as in classical Furopean
paintng  And although they undemably achicve a coherent
ettect by presenting a tormal order, theirs is also and above all
a symbalic order even in their arrangement on the surface
We may himgd a similar stratepy at work i oa series of Klees
works of the vears 19200 po 19410

Wohen Paol Klee savs o Lothar Schrever that children and
Primitive people possess, to the highest degree, the power to
see - he means their ability o make visible through the abpect
IR sented not a transcendent reality but thart which passes
||'|'-_'|'-. |'|-;_-r_ WY IR Tl .'-l'n._l exterior of which che Sésisuig 15
ionce a sien and a sienal Belore esaing any lurther—and in
order to go hurther we st siiuane and contront this 1ssue
I indeed it sends us back to the guestion of the similarmes that
one may hind berween Klees method and the workines of
mvstical thoueln i should .||-:---|'-||| us T exarmine soime oo the
comsenuences as to torme For the prosress ol meanings can
occur only il the elements bearing this meaning are casily
detachable trom the obiects o heures with which they torm a
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Paul Klee FPicture Afue 1937 Conache on unpremed canvas 73% = 331

cance depends upon a set of combinations Those works
showing an influence of tribal art and even of folk art—
though in the latter the symbolic force 15 weaker or very
are made up precisely ol aggregates of simple
signs, which when isolated are relatively neutral but when

dl |.L'||1.I|l|.1.'|.1

combined activate each other

Consequently, the element m Primitive art that recon-
hrmed Paul Klee in his own proceeding avas not so much its
visible structure or its architectural character as it was its
abality to create simple, nonimitative signs which are sub-
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stitutes for, rather than abstractions drvwn from, an external
reality For this reasan, any connections of Klee's work with
this or that piece trom black Alrica, Clceania, or native
America can only be established on the level of specibe
borrowines o an orgamization ol x|gr|||'.|rlj_' unities an a
CUFface an "'-!—'"'“-"3!"”" ol '.l.+|||_i| -.'-.'||'.' ||1.|_- r'|'||||,_|._|||t||.;~1 Are
retained

It 15 necessary o resituate Klee's interest in all these matters
not only regarding primitivism in general but regarding aps
cific aspects of tribal art in the history of his own painting For




as far as the body of his works we know authorizes us to judge,
W Ldll AdY :F'Iqﬂ IR was |.'|-”'.'C|!'|E|}" ot § 'r'r"ll.h rare L"IL'I.']'".IE}I'IH' At
the time of the Blaue Reiter, when vanguard attention was
consciously tocused on non-Buropean art, but from the 19205
until his death that Klee drew upon the repertory of signs of
various Primitive cultures and was able o understand and
absorbh the principles ol their pictorial orgamization

It would be uselul here to mention brietly the status of the sign
in the work of Paul Klee [t is complex He sets up the sign as
at once transitive and intransitive. As intransitive, it is first of
all a pure, nondelineating orthography, a trace or mark acting
on the surface where it is placed or on the plane that it helps to
Constitute .I|!'|."'| transitive, It 15 tht" 1-.E|i_.',n HF '-l.:n‘ll:tlur:lg it 15
sometimes a pictogram, sometimes even an ideogram And, in
[ 8 T'llFl:clrLl.l.mH{.nhl:d :I_.ll:HJ!!' []"I: w':.“-k. It Can "I‘Il'}" hE I:J-:amlm:d
oance Ihf semantic t'r:lrl'!-:furm.ﬂtiun*_-; HF "l'i'hl{,:h 1t s tl'l-t {]b‘]l‘."‘{;t
have been situated within the iconographic whole of which it
15 part A single sign may bear different meanings in different
waorks

Atter Klee's Tumsian vovage, his work tends, though only
in certain serics, to situate itself at the exact boundary
between the visible and the legible without, however, cross-
ing over o one side or another After this trip, Klee began to

see inscriptions of “Arabic” characters evervwhere, whetherin
.run|5 |L‘§E"| m E'-PEII'IIZ-(.-II:FI'FIEII'I_ ¥ In *':.HII"IH.IEF'I HL" pl'ﬂ‘bﬂbl'h"
did at some point see Nabeul pottery or azulgos ' During this
period touristic demand had not vet completely directed
pottry and ceramic production almost exclusively toward
exotic subject matter (camel, palm tree, etc | at the expense of
traditional motits, which were more “abstract” Moreover,
these azwlgos, and perhaps Bedouin rugs as well as those
attributed to Kairouan, possibly led Klee to conceive several
of his works as arrangements of rough squares, some inscribed
with diterent kinds of signs. All these arts—azulejos, rugs, and
calligraphy—which caught Klee's attention are arts con-
cerned with surtace as well as sign

As for the azulgos, it may help us to judge their influence on
the paimter by noting that toward the middle part of his
sajourn in Tunisia, Klee began to partition the interior of his
surfaces into irregular quadrilaterals and mixed tones (and thas
(1] dlﬁ-t-il'lct I"I'Il'l'lFlElE EI"[J'ITI [}:Launa'!.-"ﬁ .‘i}"h[t'l'l'l.'_ “'h":h Are h.lr-
nished with abbreviated signs'® This tormal thematics then
hTa.I'lCht"Ll Lt :i!'I'E'I.J "..'-l:w:r:ll ‘.]th‘ﬂr SETIES, HL'I'L'"I L IZI"IHHI:' TJl- rl'lt'
“architectures” and the "magical squares” of the 19208 Klee
continued i this vein, with vamations, until around 193§
'I.'I.'I'II'.'TE I"Il." b’fﬂﬂl’l (8] t::}rnl'rint th!"l ‘_nr'!r'llt' at nirmes "r'n-"ltl'l dln 10 -
1.],1'"|'.|'.|.F.|I'I'!|l' U[ EE‘&.H‘.‘TH !I'I‘-ir.l'lTIH.'If]TI 14 TI'IL" Hl."dl:IJII'I EI'I.II:I ‘lﬂ-f_ﬂ.uf:d
Kairouan rugs probably attracted Klee's attention all the more
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because of the large 1910 exposition of lslamic art held in
Munich, an event that excited a great deal of interest in all of
Europe and to which all the major publications, as well as
artistic and specialized journals, gave extensive coverage '’ It
is unlikely that the painter would not have gone to see it as he
was already, according to Will Cirohmann, attracted to the
Mear East and its culwure even hetore his trip to Tanisia Bugs
and by extension, brocaded fabric, and even Primitive tapa
cloths, reconfirmed the artist’s concern for the surface They
also provided him with examples rather than models of a
particular treatment of the plane surface where the held is
partitioned into closed sectors by at times irregular squares of
varyving size and color and also by inscribed rectangles with
parallel sides

I as much as the primitivism of the beginning of the century
involved new sources brought together in an Imaginary
Museum as it were, sources made up of disparate, dissimilar
waorks whose only common teatures are the fact that they
were neither classical nor Ocoidental can we say that thes
syndrome was a ceniral fact of modern art? Or was primi-
tivism but a stage in a larger pursuit which went beyond it in all
respects, though making use of it as a justitying pretext in
arder 1o effect a rupure all the more radical?

Here a particular Klee watercolor demands attention, not
anly because it exemplifies the painter's method, but precisely
because it implements a method (but no more than this)
analogous to that found in certain works of tribal art It s
entitled Veniridoguist and bears the enigmanc subtitle Caller in
thr Moor (p 494) |t dates from 1923, the Weimar Bauhaus
period. and was done near the time of the publication of
Wepe des Naturstudiums "'®

It s a complex work in that in it Klee combines two
approaches whose specihic orientations are radically contra-
dictory The "background” 1s made up ol rectangles arranged
according to horizontal stripes of equal lengths but differing
widths, with hues that are varied but equally distinguished
according to their import This approach sets the tone tor a
whole series of works that begins with certain Tunisian water-
colors” continues through the "painting-poems, ™ and
develops into the "architectures™ and those pages thae, if
they were not titled, could pass for “abstract ™ It would be
incorrect to connect this approach exclusively to the struc-
turally oriented work that was being done at the Bauhaus
Bevond the Fact that this approach emerges progressively
atter 1914 it also involves a musical conception, in its stafflike
ruling of the rectangles and s polyphonic arrangement of
tones and values: greens, reds, and violets

Against this cross-ruled background s placed, in pen and
mnk, a human hgure ol transparent appearance, presented
however, in debinitely clearer tones than the rest (pale, lumi-
nows greens and pinks), this hgure may show certain sim-
iarities to the general aspect of childrens drawings, but its
outling is highly precise and authoritative The head 15 in the
shape of a bell or helmet and appears distantly related to the
masks used in the initiation rites of Mende girls in Guinea and
As tor the belly, it consists of an unspecihic form
af curved shape on which are depicted, around the navel, five
fmaginary animals, also transparent

Sierra Leone

[his manner of motil

would recur in g series of works umtll 1934 po 495!

Mazk Shara:Purmu Cabon Pointed wood, 1347 |34 om

risches Musaum, Bern

high HRermiches Hison

But now let us examine more closely an important detail of
this work The animal forms on the hgure's belly are trans
parent, like the rectangles that et the order of the back
ground This bears a curious similarity to the so-called X-ray
compaositions found among the tree-bark paintings in Arnhem
Land in Morthern Australia (p. 495), as well as among certain
pieces by the [lingnt peoples of Canada and in Oceanic art
There is, however, a major difterence. Whereas in the bark
paintings a fetus, intestines, and backbone are depicred
according to some notion of realism—that is, the insides of a
living organism are presented such as they are imagined to be
in reality—in Paul Klee's work we are shown monstrous
imaginary beings that are supposed to speak through the
ventriloquist In the same way, in a lithograph of the same
period, The Man in Love (p 495), the lover's brain is inhabited
by the spread-legged body of his beloved, eroncally pene
trated In this way, Paul Klee uses the X-ray method essentally
to give substance to phantasms Hence between the tribal use
and his use of the technique there is an analogy of purpose—
to show what is not visible to the human eve, but what 15
shown demonstrates in the hrst case a knowledge of anatomy
and in the second, a personal imagery or obsession

Though the tone, technigques, and media are totally dil
ferent, the voung @il in the 1922 The Man e Love, 15, like the
Veniriloguest of 1923, the victim of monsters that haune and
subjugate her What is worthy of note here is that both
the
through the transposition of a method of representation—are

works—ithe first through a borrowed form second
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Pasnting Aborigine Australis Paimted bark. 199" {50 cm lph Misewn hir Vilkerdunde Bacel

"magcal” purposes, in as much as these can be illuminated by
psvchoanalysis, that Klee made these sallies outside the West
O course the reterences in his work o exotic arts can be
explained on purely tormal and pictorial levels which are
themselves justihed by a conception ot form as genesis, but
they should be approached trom the perspective of the con
notations that they might produce in the work inte which

Yhawe Paal Kles Tl Teres dnd Jis im (by tbe Fadl Moon? 1939 Wharer hased [EELLLE]

waxed, on Burlep with 3 plaster premnd, 2556 B 190 RS S 1 S0 5 o Pad Klee

Stbing, Kamsorenisewm lern

Rapghit Pawl Klee

Callection Cad Dijerasss Stanford

The Man s Loer 1933 Luhapr iph. WEAE

they are integrated This would seem to accord them the
significance of archetvpes In other words, the role of possible
borrowings must be evaluated on two levels. first, that of an
clementary sign sundered from its original signification, and
then the signification that the new context will confer upon it,
or discover within it However, the elementary nature charac-
terizing a sign or a form borrowed from a nonclassical, non-




Paul Blee. Pastorale 1927 Tempera on canvas mounted on wood, 275« 20%7 (693 £ 52 4 cm! The Museum of Madern
At Bew York Abky Aldrich Rockeleller Fund and exchange

Western work {and whose origin is not easily discernible
because of this very elementariness) itself functions as asign. a
sign of primitiveness, of primordiality This primordiality is
both that which gives the artist his psychic qualities as well as
that which is ascribed 1o cultres that do not embrace repre-
sentation as a mode of communication but admit of an inter-
penetration between the interior world and the exterior
CInce again we find ourselves faced with the prickly prob-
lem of locating a specihc "exonc” source borrowed and used by
Klee in his work This source might, for example, have erched
itself into the artist’s consciousness several yvears before being
used In this case it reemerges transtormed by the unconscious
workings of the memory and by the new formal and ico-
nographic context into which the borrowed element will be
placed and then integrated In addivion, by this time the
clement might demonstrate a sense of the elementary that

350 LALITEE

could have been undifferentiatingly abstracted from numer-
ous objects remote from each other in both time and space
Thus the source cannot be determined with satistactory preci-
stan, as there are no records that might bear witness to it
Finally, and perhaps most important, Klee does not demand of
nonclassical, non-Western art a svstematization of form that
waould make locale recognizable in syntactical structure As he
confided to Schrever, Klee seeks in such art a reconfirmation
Cin the other hand, and depending an the imaginative exigen-
cies of the work in question, he appropriates and broadens a
vecabulary of forms and signs that he adapts 1o it his objective
at that moment

But it is important not w make hasty generalizations or
extend a priors o all of Elees output this method of incor
porating borrowed torms and signs For it would seem that in
mumeroars cases the artist found more than reconhrmation in
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exotic art and that his concerns at times took their shape
ai |.I':-I".3II'!:-r B CErtalm -'_‘-.'rn_-x il |;~|'_|'u_-.._ s I‘.‘:I.II Oy returm maoaman
tarily to a previous consideration: Formal analvsis can be
heuristically effective only when adapted to its object 1F we
are to prevent it from becoming reductive, we must invent o
discover the procedures by which formal analvsis will he
conducted for each work. and in order to invent these proce
dures we must bring ourselves as close as possible to the
pictorial graphic, or iconographic project in question, the
better to assess its relationship o its environment and its time
Ihanks w Mathilde Klee, some of the artists papes and
notebooks from his grammar school days have been pre
served, and these mark the evolution of her brother's artist
production from early childhood untl adolescence
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France

clusters of heads—trontals and protbles—in the margins of
the page Curiously, though, there is no connection
illustrative or otherwise, between these rather elaborate draw
ings and the text being studied? Rather than caricatures,
these drawings, which were probably executed hall-con
sciously while he distractedly listened to the teacher, fall more
inio the category of “grotesques, of which many of his works
even late ones presenl -:_':-;.p|'|'||‘:l|-|;-. At least two ol these heads
situated at the bottom of the cluster hlling the upper lett-hand
part of the page, merit some attention Une ot them shows

54 cm |'|||.,l|'. il b tinai |'1'||:.||'\-1||' anst Belaevee Diodier

I". N |||I.II|'

some similarities to certain so-called twisted-mouth masks of
the lroquois and Eskimos (p 96), as well as to Swiss tolk masks
used in local festivals or during Carmival, the other head
reminds one a bit of certain Thngit and Harda masks A third
tace: situated above the head with the twisted mouth
some of the features ol molded skulls (p 34
|"'|-1-|;_'|.||.|'|["\1F;||'| r'||,|'\.1\,\.

Alehs "II_L']'I o my bornion 1!:_'|,!;._'¢_' he makes no mention af 1t in hsy

ped

has
and even of

lowrnal, his correspondence. or his “theoretical” o

agomcal writings we can be certamn that Klee frequented the
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Paigl Klee Idali 1993 Peivoardl ink, 5247 (127 5 M2 om

Bernisches Historisches Museum and visited its ethnographic
section There he must have seen objects that served as
sources far some of his drawings and helped lay the ground for
the elaboration of his concept of primitivism Moreover, ol
the “exouc” objects presented in the Blave Reiter almanac, five
came From the Bern collection (p 493) and most of the others
from the Staathiches Museum fur Volkerkunde, Munich??
'his leads one to believe that Klee had a hand in the choice of
the Blaue Retter illustrations, selecting pieces belonging 1o the
collection ol the Bern museum with YVassily Kandinsky and

Lol hoshos angd 1 -_|.| Faarkin, Wes

H.I'-IIIIHL' L e AR

Franz Marc working to include the pieces from the Mumich
collections that had caught their interest 2 If he visited the
Berlin Museum hir Volkerkunde in 1906, 1t 15 because he had
been inspired e do so by the exotic works he had discovered
Klee tor a

Lirmg l.l."ll-l.'-i |l.'li.| |'" s .II'I.‘I arrams lromm |'II.I-. k 'I'l'.rl'. e, kbl

as an adolescent in Bern In another connection

ording
to Ladislas Segv, as cited by | S Pierce 2% and he apparenth
kept a few African masks in his Mumich studio between 1906
,:.r1r,| 1914 !:'||,|| ""'\-I':-_:'i, savs nothine ol :h-'| AT 1]

nature
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o Blee Stilmang, Kunstmuseum Bern

One could object, and rightly so, that the heads sketched
in the margins of Klee's school notebook were drawn mechan:
ically, so 1o speak. that they do not result from any specihc
artistic intention, and thay, lor thes reason, ther degree ol
relewance o the wsue under discussion here s questionable
Mevertheless, they would seem o bear witness to the fact that
Klee had knowledge at that ume of non-Western art More
importantly, they direct us toward the manner in which the
adolescent hirst perceived exatic works of art Evidence ol his
trequenting the Bern museum at an early age would settle this
matter once and tor all Jirgen Glaesemer recently brought to
my attention a number of drawings from the same yvear
amang them Drawing of a Reliel with Exotic Imagimary Awimal
and Draiing of a Relief with Exotic Figure Klee himsell named
the two works "Dirawings of reliets, which would make them
imitations or drawings in the manner of objects he may have
seen at the Bern museum

Of course these sketches are but juvenilia. And it woald be
incorrect to try to draw too much trom them In tact, through
his early, precocious exposure to non-Western, nonclassical
art, Klee became oriented toward imaginative drawing, or at
least, to temper the assertion a bit, telt reassured in this
orientation Moreover, through the slant of satirical drawing
and caricature, he felt capable of breaking away from the ideal
art that early on seemed to him no longer in step with its
time*” His movement away from the classical Ocoident was
clearly not the only aspect of this break But it played an
equally important role, though now stnipped of all satirical
character, in informing certain aspects of an imaginative
approach which would be brought progressively into play
alter 19403

But thes break should not be seen as occurring only on the
level of tormal systems When Klee deemed ideal are as
hencetorth outdated, he was notunaware of being in step with
the nihilism that, as an astute reader of Nietzsche, he saw as a
dominant teature of his epoch, the very thought of which was
a source of anxiety for Kandinsky and Franz Marc Now
though, like his two friends, he believed in the necessity ol
the emerzence of a new man, and though he made his own the
preat lines of the Bauhaus utopia (10 which the hnal paragraphs
of the Conference of lena bear witmess), his positions—
compared with those of his triends and later his colleagues ar
Weimar and Dessau—were no less origmal for all this He had
distanced himselt from the mysticism of Kandinsky and Marc
and the sociologism of the Bauhaus through an innovative use
of caricature and satirical drawing, through a classical culture
of the most solid sort. and through readings that were always
positive and critical

From this perspective, primitivism in Paul Elee takes on
twir different connotations which nonetheless never cease w
intersect On the one hand, it bespeaks a new beginning
imitiated and nurtured by artists On the other hand, as a
notion as well as a phenomenon manitest in dissimilar works
attributed 1o it primitivism appears central to Paul Klee's
development [nseparable from the idea of genesis, it does not
distinguish nselt as the proponent of a different model with
which 1o replace the Classical one. Primitrvism carries within
iself the future, the endless variations and transtormations 1o
which all models are subiect

Transtated from the French by Stephen Sartarelli
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GIACOMETTI

Rosalind Krauss

o describe Alberto Caacometti's Inorsible (bjrci
apposite and p. 504 as"a young girl with knees
halt-bent as though offering herselt to the
behalder (a pose suggested o the sculptor by the
attitude once assumed by a little gl in his native
land|” is to participate in the work of rewriting his beginnings
that Ciacomett himself started in the 19405 Bue this coopera-
tion on the part of Michel Leiris, as he wrote the text tor the
sculptor’s 1951 exhibition catalog, placing hansible Obect in
the service of a simple transparency to the observable world,
i5 an expression of the ruptures and realignments that were
transtorming postwar Paris! For this description is a slap in
the tace of André Breton
Who can forget the magisterial example through which
Brewon opens the world of UAmouwr fou onto the strange but
impressive workings of objective chance? Giacometti and
Breton go to the Hea market, where each one s claimed " by a
seemingly useless object thar each is impelled, as though
against his will, to buy Giacometus purchase was a sharply
angled warriorlike mask (p 5041, for which neither he nor
Breton could determine the exact, original use ? However, the
point of the example was not the object's inital but its ultimate
desstimation  ['his, [ll.,'l_ll-l'li_!“'l!_' 1 Breton's account. was n the
service of resolving the contlicts paralvzing Giacomett as he
attempied 1o bring parts of [npisible Object into focus The
head. particularly, had resisted integration with the rest of the
work, and it was o this problem that the mask seemed 1o
address itsell “The purpose of the mask’s intervenuion” wrote
Breton
indecision in this regard We should note that here the tinding

'\L'f'mfil Lis hl_‘ (L] |":l,_'||‘- l|:.|.'|l._4ll1'||'ll1 UVETCOme I"ll-

o ll'lt' l'ill'llt'-i.l ST ||".' serves the same lunction as [|'|.|I of a

dream, in that it frees the individual from paralvzing emo-
tional scruples, comforts him, and makes him understand that
the obstacle he thought was insurmountable has been
cleared™ In Breton's account, then, the world of real objects
has nothing to do with an art of mimesis; the objects are in no
sense models for the sculptor’s work. The world is instead a
great reserve against which o trace the workings of the
unconscious, the litmus paper that makes it possible to read
the corrosiveness of desire Without the mask, the dream, it is
claimed, Cidacometti could no more have finished Ineiable
Ciyect than Breton could, without his own troweaille trom the
market, have entered the written world of LAwmour Jou

I'he little Swiss girl of Giacometu's later recollection, and
Leiriss account. has nothing to do with this keyv example of
the marvelous and objective chance By serving as a direct
real-world model for a work of art, the little Swiss girl with-
draws frsible Obyect from the orbit of Surrealism and places it
in the postwar realm ol Ciacometu's studio as he notoriously
strained, month atver month, through tmal and retnal, w
catch the likeness of the model posed in front of him* Setting
the work in a new context, in relation w a new group of
friends and allies like Sartre and Genet, Leirs s account draws
it closer 1o the problematic of The Phenomenology of Percephion
and hurther from that of Les Vases communrcants 5

I'his achronicity is, of course, unacceptable w the histo
rian, and thus Keinhold Hohl
Ciacometti's work. does not even mention the memaory of the

the I:.'-:Il..llll',-_' scholar ol

Swiss child in discussing this masterpicce ol the soulpror’s
Prewar Carcet H|¢1 I_|1-;|'| I":I{";Illl'\- SLOEES 1% b i|n|1! |_'-'|-;|,_||!'-..
SUspeCl that a
MY STCT IS ||h|1_'|_r Fomind ar the Hea market i fact, the

"Contrary 1w Breton's account. he begins
TRTAT




. Photagiaph by Man Koy pubdeshed i Andre Breeon . LAmeor fou

prototype foran iron protection mask designed by the French
Medical Corps in the First World War) had helped the artist to
hind his torms, Giacometti had borrowed the sevlized human
shapes from a Solomon lslands Seated Stalue of @ Dieceased Wainan
page opposite| which he had seen at the Ethnological
Museum in Basel, and had combined them with other ele
ments of Uceanic art, such as the bird-like demon of death™
[espite the certainty of his tone, Hohl's evidence tor this
connection is both scant and indirect In 1963 Cracometti had
spoken to an interviewer about a reconstructed Oceanic house
installed in the Basel Museum” Since the Solomon slands
hgure had been set up in the same gallery early in the 1930
Holl could at least assume Ciacomettis knowledge of the
obyect” The detal that lends the greatest credence o Hohl's
claim s the schemanc, ralhinglike support tor the halt-seated
Mgure, a construction that s entirely characteristic of thas
Evee daf I“'--'-:II|'| Seas statue and 15 not |.-..-'11I‘.'|l:-|'||".' bowm l.|'-l:'
where” Since part of the power of the pose of Glacometti's
scuilprure comes from the enigmatic relation between the halt
kneehng posture and the structural elements that seem 1o
ontain it—a Hat plate against the shins in the tront ot the
heure and the peculiar scattolding behind i and since this
construction s not "‘namiral” o oa model posed in a stadio
there has alwavs been the ;'-'-'-|'-.:i viliey thiat its source was o be

i ng hecanse ot

b in another work of art Be ALI=e of r|'|'!h'| i
the postune, because of the Forward jur of the head and the
ticulation aof the breasis I|'--_' "-||||- ThalBLi] -'x|.'.'|-k!- sbame ol

Hohl's nomination w -|:||| LEET B | T4 I .EI -..||||_||;,':.|'.I. .

L coarrse - behind Hohl's very assertion ol this statue as the
soree of Taesitde © Morect LEIETE 1S o '-.~.||-'-|I. FESErYoIr OF K el |
1 - . 1
|--_|;-| LRININL] '||' [N} (] ||'l:||||'-.: AL IR e SE |||1!||| = WHOTE IR
thie vears lead AFER T B e Primitivism I|_!|,| leen cemntr || N
iacomerti s earhy success i frecing himsell not only trom the
lassical sculptural tradition bur also trom the Cubist con
] i
pructions that had JRIRl wred in the early 19205 as the only

orical alvernative. L i et s winrk |'||!|=|'|_| b TuaeC Lo ol

wlity toimvent in very close relation o Peimitive sources
" " ' | i 1

at st two vear ver leaving Bourdelle s studio he was
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} rewecute a houre onoa maor scale that was “his own by
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of detail that both Caacometti and Léper explon comes tar

example. from the scaribication patterns lound on Adrican

masks, which the two artists then employ as a way to express
T I s il i i
inatomical torms (as i the hands i he Cowple) decoratively
this tribalizing detail = graph
L

Woithin the bogic of this sty

ically applied t a simplified, planar background  The shapes

af that wround might i turn be borrowed from Alrican art
thius there s a possible relation between the eeneral shape o

nale fgure in The Couple and the kind ol tribal shields that

ko attracted Picassos attention]. and even

I|'|
hacl
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the feural

15 i The Couple, might correspond to authenti
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dbe reation & 1he World published in L Esprit nossean. m

Fernand Leger Skesch for

1934

Atrican tvpes, in this case the oft-used “primal couple” tound
mn Dogon and Baga traditions (pp. 50 429
applications of random and transformed detail produce is a

But what these

generalized character of the Afro-Primitive in the absence ol
any specihc sculptural source

The stvhizing attitude that allows for the resultant plaviul
recombination and transmutation of the original examples
unites these performances by Giacometti and Léger to the
wider field of what could be called Black Deco Within this
context sculptors like Miklos and Lambert-Rucki were pro
ducing stvlized “"African” masks and hgurative sculptures by
1925 And the designer Pierre Legrain was conceiving elegant
furniture tor chients such as Jacques Doucet modeled on seats
and stools from tribal Alrica The varied and contradictory
suggestions in the Ciacometti literature about the eth
nographically exact "source” for The Couple'? attest to the
success of Black Deco in creating the experience of what
Roland Barthes might call Africanity, without preserving
much of the structural integrity of the models It is this
stylizing attitude toward the Primitive source that The Couple
participates in but Spoon Woman renounces

Moving toward a much deeper level of structural assimila-
tion of African carved objects, Spoon Woman acknowledges
the metaphor frequently put in place by Dan grain spoons
p 508} in which the bowl of the implement is likened to the
lower part af the female, seen as a receptacle, or pouch, or
cavity? These spoons—many of which were “abstract” in
character—were quite commonplace in the years before
192y
included in the massive exhibition of Alrican and Oceanic art
at the T4 14
v taking the metaphor and inverting it so that "a spoon s hike

Six spoons from Paul Cuillaume's collection were
pusée des Arts Decoratits in the winter of 1923—

3 woman becomes “a woman s hike a spoon,” Gacometts was
able to intensify the idea and o make ituniversal by generaliz
Alrican

ng '.I"Il.' lorms of the sometimes r-'I||!l.'l I‘.1'.l|r.|||-l|l

carvings toward a more prismatic abstraction In torcing on
the Dan model the image of the woman whao is almost nothing
but womb, Caacometti assimilated the formal elegance of the
African object to the more brutish conception ol Stone Age
bertility

With thes celebration of the |:||||1|~|| MInCLEan of wWoman soen

Vienuses

||'r'==.IJ.'|I al |""II"I=|"-'|.ZI."..| |'=-I|"I-|| |"';-"‘l. Laacometti 1||I|.| -I'-"ul.il'll'!".l

the aperessive anti- Western stance of the visual avanr iL irde

given verbal torm. for |_"-;.,-.'1||'-i|_ by Caeorpes Henn Riviere

soon o be the ass15Lant |_1|||,'|,l:ll' ot the ||l|-'.|q\||;1-'- when

Hlur_'lr |u|i'--|--|1r_'|_| 1 PANEEYIIC Ly archacology L|||'l-n|.-|

Wood. Privaee calbection

Ruck:

lean Lamlaert ke

daughter of humamsm,” in the initial volume of Cabuers dard
Clpening with the bald statement that the miracle of Creek art
had run its course, Riviere went on to say that if Lows Aragon
and lean Lurgat were now o go to Spain, unlike their tathers
ther most urgent goal would not be the Prado but the caves ol
Altamira Spoon Woman, contemporary with this statement, is
also 1ts conhrmation

Bt 5pay

wing of ||1: intellectual vanguard would view as “soft” prin

i Woman 15 something else as well [t s what another

Lwism, a primitivism gone [orma ind theretore ','l.ll.-:‘--

JI:L‘It £cl. b associate A 00E Woman with | .Ii'|:I d arf 151 :"l.:;.l.

'*'Il.I'III' |.|'|l2 context of a tormalizing « L] 'I'I-' |Ir|'l'|
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tive that we hear, lor example, behind the praise thar Chiris
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tan Lervos bestowed on Brancusi, calling him the maost
successful sculptor of the postwar period Since the great
infhux of black culture. Fervos wrote im0 1929 "Brancusi bas
explored all the vistas that the Negroes have opened up o
him, and which permitted him w0 achieve pure form™
Spoon Woman participates in both the sense of scale and the
guality of tormal reduction that Giacometti doubtlesshe
achieved through knowledge of Brancusi's work

Oine vear before Giacometti made this --L|.I||"I|ZIIH' Haul
Canllaume published a book that represented the exireme ol
the movement to “aestheticize” Primitive art ™ Pramilioe Negro
Soailpture. conceved under the e ol Albert Barnes writien
at the Harnes Foundanion, and published in English, acknowl
edges as its only real precedent an analvsis of the formal
structure of Alrican art by Boger Fry®™ Because of Caillaume's
PrOMmImence in thie art world the book would undoobredly
have been well knoswn in Paris oy en betore iis transkacion into
|Il'|ll |'| .||'|-.| L My l"|g||'-:_'|_‘| ||.|1.'r_ !:-l_'r'l'- e el s ||.||.|-I_r.|‘.'|||1'\-
that reintorced Ciacometin’s Conception ol the woman
SOOI

"'-l.rfll.lll'lll'l;_' that every work of Atrican art can be under
stood as the solution o a tormal |1:r-|l|r|'1 Proawitive Negra
SN proescnts each ol s obiects as "a rhvihmic varied
seepience of soomme theme in mass line or surface” des raf g
the way the eeometrically concerved elements are Birst articu
lated and them unibed By th |1-!.|-I,|| penius of the Primicive
culpeor But what o insisted upon throughowt the wext s the
OIS presence of i will to art an acsthetic deivve that is

mderstond 10 be orginary o |I|I|1||| |’||'L1'|||I'-,-: all ideas

I'e |||:||l|: or otherwise, this instinct s the joini PoFsEsEIcmn ol

children ot all races as well as those “children” of the human
race tribal men and women [t is thus the Western child’s
creative play with pants, and clay, and crayons, that provides
access to the processes that drive Primitive art In concluding
with the certainty that "it is not hard o imagine, then, the
continuous development of negro art out of the tree, naive
play of the acsthetic impulse” Cunllaume joins the aestheticiz
ingz interests of the art world to the most euphoric position of
developmental psvchology as that was bemg enunciated in the
late 19205 He places himsell in accord wath the psvehologst
G M Luguer !

It was undoubtedly Luguets conviction that the art of
children and the art of tribal man form a single category, one
that in turn contests the values of “civilized” art, that inter
ested Leorges Bataille in his book and dreeswe lom po reviesw it m
the magazine Clocumrents 2! But Baralle s sharp divergence trom
Luquetr s bemien view of the forces atwork behind the develop
ment of Primitive Bguration gives voice to the attack launched
by this wing of the radical avant-garde on the art-for-art s-sake
view of primitivism Since, as | will argue, Batailles attitude
had a great deal o do with shaping Ciacomettis ultimate
conception and use of Primitive material it is worth attending
iy Bataille's cricicsm of Lague

Luquet presents the child as having wo initial hgurative
intentions but rather as taking pure pleasure in manitesting his
own presence by dragging his dirty hngers along walls or
cowvering white sheets of paper with scrawlks Having mads






these marks, the child later begins w invest parts of them with
representational value With this “reading” of the lines he has
made, the child is eventually able to repeat the images volun-
tarily Since the basis of the interpretation is enormously
wchematic, what is involved is the connection of a mark with
the sdea of an object, a process that has to do with conception
and not with resemblance. For this reason Luquet calls Primi-
tive hguration midlectual realism, reserving the wrm pisual real-
s tor the Western adult's preoccupation with mimesis

Meedless to say, Luquet's presentation of the development
of prehistoric cave painting follows the same schema as that of
the present-day child random marking changes gradually 1o
intenticmal patterning, which in wrn gives rise 1w a figurative
reading  Resemblance 1o external objects having been first
“recogmized” within the nonfigurative patterns, it can be
elaborated and perfected over time

In Luguet's program, then, an absolute treedom and plea-
sure initiates the impulse to draw, and it is this instinet, not the
desire to render reality, that is primal On top of this founda-
tion a procedure is gradually built for adjusting the mark 1o the
conditions of representation, and within this a “system” of
hauration develops with consistent characteristics over the
entire domain of Primitive art, whether that be grathti the
drawings of children, aborigines, or peasants Characteristics
like the profiles of faces endowed with two eyes and two ears,
or the rendering of houses and bodies as transparent in order
1o display their contents, or the free combination of plan and
elevation are what remain unchanged through the practice of
“intellecrual realism” In Luquet's scheme, knowledge is thus
generously added to pleasure

) course the chronology of prehistoric art does not sup-
[‘IUI‘l !.U{Il"_'t.’:'i li;l_ll'l'_"l'l.'l.ll I'I'Tl]é."]'t"'l!'l-'l"i'l"im T]'ll': LCaveh ”I 1.3\"'.?!”1
with their astonishing naturalism precede the much cruder
renderings of later pr.n[]d*_-; Yer of Hataille draws his reader’s
H".L‘I'Iti”'l'l LE] tl_lj"'a I:'II'T."IULI';; 'HHW mn I,,]_Iﬂl.ll',,"t-"i- *jt]‘li:mt,‘, TE-FS Ot I:l:lr
reasons of historical accuracy but in order to assert something
that had already become a -,tﬂpl-:: of his thlnking thmughm:r
s editorship ot Documents and would continue bevond. For
what Bataille points to is the unequal mode of representation,
within the same period, of animals and men "The reindeer,
the bison, or the horses” Bataille artests, “are represented with
such pertect detail that it we were able to see as scrupulously
taithtul images of the men themselves, the strangest period of
the avatars of humanity would immediately cease being the
maost inaccessible But the drawings and sculptures that are
charged with representing the Aurignacians themselves are
almost all mjorme and much less human than those that repre
sent the animals, others, like the Hottentot Venus, are ignoble
caricatures of the human lorm . This opposition i< the same in
the Magdalemian period™?

[t 1 because “this crude and distorting art has been reserved
for the human hgure” that Bataille insists an its willlulness, an
i["i- stalus as a kl“d |.|1 prll‘ﬂiﬂl "."ill'll]l!l'l"'ll" 'l-'i-"l"”l“.'.]". n lhr_' “T!l'lﬁl.":.
ol men Indeed, it is destructiveness thar Bataille wiches o
‘vl.F|'.'l‘.-|!|H.l|!1: i‘ bl | |.l.|'f|u::l L Rerene view ol |.|'“.' ]1:|l.'£|*~|.ln' Flrll'“.lFlIE' Al
work at the origin of the impulse to draw The chuld's marking
on walls, his scrawls on paper, all proceed From a wish w
destroy or mutilate the support In each subsequent stage of
rl"":.' |.1::'-'1.'|Lr|“:lr'|11:r1l LI"IEI”.L";J. h'lul' l-ut]u:.'l:. H.‘ihl.r"t‘ Llm ] 11".' enact-
ment ol new desire w alter and detorm what is there betore the
subject “Art, since it 15 incontestably art, proceeds in this way

Sik KR ALISS

by successive destructions Thus insofar as it liberates
nstincts, these are sadistic™*

The term that Bataille finds to generalize the phenomenon
of sadism in both childrens art and that of the caves s
altefation, and this word, in the precision of its ambivalence, is
characteristic of Bataille For alteration derives from the Latn
alter, which, by encompassing equally a change of state and a
change lor advancement! of time contains the divergemt
significations of devolution and evolution. Bataille points out that
alteration describes the decomposition of cadavers as well as
“the passage to a perfectly heterogeneous state corresponding
oo the toul autre, that is, the sacred, realized for example by
a ghost ™4 Alteration—which hgures forth the primal impulse
of mans selt-representation—thus becomes a concepr that
simultancously leads downward and upward: like alius and
sacer, the double-directed, primal concepts that interested
Freud The primal, or originary is therefore irresolvably
diffuse—rfractured by an irremediable duality ar the root of
things that was, in his closeness to Mietzsche's thought, dear
to Bataille In its confounding of the logic that maintains terms
like high and low or base and sacred as polar opposites, this
play on the contradictory allows one to perceive the truth
that Bartaille never tired of demonstrating: that violence has
historically been lodged at the heart of the sacred. that to be
genuine, the very thought of the creative must simultaneously
be an experience of death. and that it 15 impossible for any
moment of true intensity 1o exist apart from & cruelty that is
erqually extreme?®

Bataille is pertectly aware that the civilized Westerner
might wish to mamtain himself in a state of ignorance about
the presence of violence within ancient religious practice, so
that he either does not notice or does not reflect upon the
significance of the deformed anthropoids that appear in the
cave orso that he aestheticizes the whole of African art In
[I_lﬂ." w:r}-' HTﬁt E.&‘!‘iﬂ}" I"H: wrote On F]nTnltnr:: :,'lwllzal‘li:m I_"'.'
remarked this resistance on the part of scholars to acknowl-
edge what 15 hideous and cruel in the depiction of the gods of
1.;-:.‘Tta1'n p{'ilplﬁ Thl: bext, Irl:;hldt:rj I a {,'“lll:ﬁ.:t!“n iaf t".l'l'
nologcal essavs occasioned by the first major exhibition of
pre-Columbian art in Pans (1928), was called "L'Amérique
dj‘lpﬂml:_" :II'I{I 1moEt Hatﬁllh_' IElli.i.umlnf_.' Ihf I'_'ET".HZ'T tTﬂdﬂ.lf m 1hﬂ=
ncluded pre-Columbian culwre within the notion of the
Primitive ) tried tounderstand the reality behind the represen-
tation of the Azrec gods, depicted as caricatural, monstrous,
and deformed2® Although his knowledge of pre-Columbian
culture was still rather superhicial, his analvas proved o be
i:":l:trﬂ_"mfl'y' pr{“ir_lcnt ﬂi:‘:”l'{hnu 10 l'l“' L'thnihl::;:l*-.l dl.“‘rl.'d
Metraux as he looked back on this early performance of
Rataille’s *” For what Bataille could read into these images was
[]'IL" rllrl:i.l_‘nﬂ__c {]I nl;l.ngn [ll'l{l d.t-iil_'n‘lhhn;.’ 141 Hj"l I:rlr.'ktl:i.'r ﬂ{]l’.‘l'\ {TR]
whom was dedicated a rehigious fervor in which pitiless cru-
i:h!_..' combined with black humor to create a culture of delir-
iL.li'l'I |_ }I'_Iuhl EI:_"E'.";. i hl:ludlt‘r SCLENITICINY wWas NeYer o !I'lﬁ.:':l‘l-'l'lj
by human madness: crimes continually commutted in broad
-,+_|nl|pht for the sole satistaction of god-ridden mghtmares, of
1.|:_"rTiI!|l'||'IH !_"hl'l':ut"l-! -l_hf' prlt,‘hll.' L'El'l'r'ﬂl'l‘-l'll‘l"'lﬂll rr.'rmhh [I"ll' LETE-
monies with cadavers and rivers of blood—maore than one
historical happﬂnmg evokes the stunning debaucheries
described by the illustrious Marguis de Sade ™8 Broaderning
the reference from Mexico to de Sade was characteristic of the
intellectual held of 19205 ethnological thinking, particularly
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in the circle of Marcel Mauss. Mausss seminar on Primitive
religions placed special stress on the violent performance of
the sacred in Africa, Oceania, and the Americas. This was o
attect not only Bataille s thought but also that of Michel Leiris
as a work like Les Rites de DOSSEEArOmS des |:_'|'.|'|-_'! iens de Crondar ef ses
aspects (hédtraux demonstrates

But in speaking of the inzatiable thirst tor blood of the
Aztecs, of their sacribicial practices in which the living victim's
|'|-:_'.'|'.'I Was OULE oLl of |'|'-. |'|-:||_1'.' _|I'u._| |1|_'|-:_:. Lp ~.II|| |'I._|||‘\-|[.-:E||'|p !_‘:-'..
altar Bataille stresses the "astonishingly

the priest at the

DTS .|‘|.‘|I'.'|l.:|" o :'!'||_'*--:_ I‘I-CII'IIII"\«.. .-"n in I|'|:_ CaAsE Of I|'I{'

concept of alteration, the practice of sacribce by the Aztecs
allows the double condition of the sacred to be |-'..|~\.|.-|||-|'|;_'.;_-;_4_
Mexico was not only the most streaming of the human
Rataille writes

slaughterhouses n comparing Aztec culiure

with that of the Incas, which he found bureaucratic and doanr
it was also a rich city, a veritable Venice of canals and bridges
of decorated temples and beautitul Hower gardens over all == i

was a aulture of blood that bred both flowers and Hies

It Ciiacometti had begun in 1926 and 1927 with a conception
of Primitive art inscribed on the Luguet side of the ledger he
had moved by 1930, the L Amérieue disparue” was

WEAT
published, 1o that of Bataille's For in the intervening vears
Caacametti had been assimilated into the group that made up
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Im 1928, the vear after he finished Spoon Woman, Cihacometts

1930—-31 Master and metal 24 % 14

denail
A ber oo Uiaciometn

Albern Liscometts Suspimded Hall

" ¥
- 242 ol Hihe

Feundanion, Kaursomaisenm

| 255" (61 x %3
Rasel

shiowed his work bor the first time He exhibited two of the
|_'l|.'|-:’||,||_'||Ll:' heads and hgures he had made that vear objects
that carried the blank trontality of Stoes Woman (0 3 new
'-\.!"I'll'll'.ll,_lr'-,' and ‘.\_';.I,,'J_'.II'IM ¢ In accordance with the direction
implied in his acstheticized primitivism, preclassical objects
now became his models for abstracting and reducing his torm
[he presence of these models in his practice was immediately
apparent to the viewers of this work |n one of the earliest
commentarics on Giacometti's sculpture,. Zervos spoke of its
connection to { ".'q\|.=:|,|||, art

LIn the basis of these two exhibited objects. Andre Masson
asked o meet Caacometti Dhereupon began the soulptors
mitiation 1nto the group that mcluded Masson, Desnos
.-"1."'I.|II|.‘| ':__"I.I-:'I'll: 111 |l:'||'|x .'||-|,1 |:.|I-|||'i-:_ I|"l' ETOLN I|‘.|: L
Enown as the dissident Surrealists. for whom the intellectual
center was Locaneeits Sinoe three of the -:'|_‘||I-. s ol L hoc wiiteind
WETE |: 11 II|'.I.' '-.~.|'|- B WA -.'.l'-:'|'l|1.' COMmiminTte . {L}] I|'|-: .'.l".-:'|II|‘-I'.'|-: it
of ethnographic theory as it was being tormulated at the Ecole
E kdichel

'-.'-.|'|l: had become an |'I|'|||-:-||-¢_'|*~I by 1931 and Carl

des Hautes Etudes in the seminars of Marcel Mauss
| eiris
Finstein, who had published his study of Primitive soulpture
by 1915, the

pbvionus Csacomettis close and lasting

commitment of the magazine o thes subgect 15
iendship with Leins
brought with it an association with the details and theories not
oy o ethnoeraphy bt of the uses toowhich it was
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ghving Liacomett! instant access to Breton and Dal, a sculp-
ture that set otf the whole Surrealist vogue for creating erot-
wally charged objects, it was nonetheless a work that had
much less to do with Surrealism than it did with Bataille ¥

Maurice Nadeau remembers the reactions onginally trig-
gered by Suspended Bell "Evervone who saw this object func-
toning experienced a strong but indefinable sexual emotion
relating o unconscious desires This emotion was in no sense
one of satistaction, but one of disturbance, like that imparted
by the irritating awareness of faillure™ An erotic machine,
Suspended Ball 15, then, like Duchamp’s Large Glass, an apparatus
tor the disconnection of the sexes, the nonfulfillment of
desire But Suspended Ball is more explicitly sadistic than The
Bride Stripped Bare: For the sliding action that visibly relates the
sculpture’s grooved sphere to its wedge-shaped partner not
only suggests the act of caressing but that of cutting
recapitulating, for example, the stunming gesture from the
opening of the 1928 flm Un Chion andalow, as a razor slices
through an opened eye *°

In this double pecture in which love and violence are
simultaneously incarnated, one can locate a tundamental
ambiguity with regard o the sexual identity of the elements of
Caacometti's sculprure The wedge, acted upon by the ball, is
in one reading its feminine partner; in another, distended and
sharp, it 15 the phallic instrument of aggression against the
ball's vulnerable roundness, It s not only the rmzor from U
{_tiem andalou but the bull's horn from Bataille's [ 'Histoire de Loeil,
which penetrates the matador, killing him by ripping out his
eyedn

And the wedge is possibly a third substitute for the phallus,
joined in yet another way 1o the universe of sacred violence
that had, by 1930, become the shared interest of Giacometti
and Bataille The wedge is shaped like the palmetie stones of
the ancient Mexican ballgame—wedge-shaped clements that
were thought 1o have been worn for protection by the nearly
naked participants in a game in which the ball could only be
kept in play by being hit with the knees and buttocks and in
which the very names used tor the game stressed the instru-
mentality of the buttocks (tor example, from Molinas 1571
Mahua dictionary we have “sllama. 1w play ball with the
buttocks,” and "elli certain gum of medicinal trees of which
they make balls which they play with their buttocks”| 37 Like

Eall-game plaves Veps de Apancio, Veracres, Mesico Dimwing adapeed from &
afihee & ||.|[=||.r|- mn the Mipen Macional de I'||r|I||||r||||||gu Melewaco Cary Publschaed i
Stephan T oand Suwzanne de Bothegn The Rubbee Ball Game of Ancemt Amsrion 193
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Evﬂythinn else n the Mexco Bataille admired, the ancient
ballgame was a combination of exuberance and cruelty, with
accounts of bloody wounds caused by the ball and deaths of
the players on the courts With its use of the buttocks as a
Pll'inl'_"i'r:lﬂl Instrument l:l': F]!E'!.l'. tI'H,' gﬁml_‘ I'Iﬂd 1] ﬁJrTl‘H:r thD'
erotic overtone I as | am suggesting, the Mexican ballgame
was a component in the tormation of ,'_",u-usll'rp:rdrd Hu”—:;:p::ning
das lI'H'_' “"l"li. L{IH'E!'I- i f:i;u;;urnl:"i'\.‘ Imrnfdrilil;'ly “Ib'ﬁl‘ql.lml
investigation of sculpture itself as a ball court, or plaving field,
o gamd‘s:]ard, a5 1IN P-w:lr fo the .E]."f, [_'rruul Ip 5]")2, and M.;.
More Play (O ne joue plisl—then a "third sex” must be added to
the cvcle of indetermmnacy of the work's sexual signifiers

Caacomettis early sculpture had already demonstrated an
nterest in pre-Columbian art, along with that ot Africa and
the Cyclades Jacques Dupin, whose study was completed
during the sculprors hifetime, reports that Giacometti's early
“‘exotic’ sources were from Africa, Oceania, and Mexico %8
Two works that bear obvious witness to this early Mexican
connection are the Crauching Maw of 1926 and a possibly even
carlier plaster, Head (p 514) A third sculpture that permits a
reading of more than an acsthetic relationship o Mexica, but
rather a Bataille-like experience of the ethos of Aztec culture,
ts The Hour of the Traces of 1930 (p. 514) It is the imagery of
"L'Amérique disparue” and the other reports of Aztec culture
published in Diocuments—ithe tull series of which Giacomett
carchully guarded his entire liletime®—that provides a possi-
ble reading of The Hour of the Traces as the ecstatic image of
human sacrifice For the fgure at the wop of the work, whaose
rictus is cither that of extreme ecstasy or pain Lor as Hataille
would have it, bath), appears posed on an altar below which
swings the form ot a disembaodicd heart

The Hour of the Traces immediately preceded Susponded Ball
The two sculptures are structurally connected by virtue of
their shared play with a pendant clement swung trom a
cagelike support Within the universe of ideas associated at
that moment to Aztec culture. the sculptures may he
thematically connected as well But without any doubt they
arc both assimilable 1o Giacometu's ully elaborated accounts
of his own thoughts of sadism and violence  Although frst
l'llili'lhﬂ]'h:_'gl in Breton's magazine, a toxt like “Hier sables maou-
vants," with its fantasy of rape ("the whole forest rang wath
their cries and groans”) and slaughter, has little to do with the
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notions of convulsive beauty authorized by Surrealism ! s
relationship is o Georges Bataille, whose own writing and
precceupations seem to have mven Ciacomett permission o
express these fantasies of brutality Like his lifetime attach
ment to Bataille's magazine, Giacometti's writing about vio
lence—as in his essay on Jacques Callot or his text "Le Réve, le
Sphinx et le mort de T'—continued well bevond the 19305
and his repudiation of Surrealism In both their structure and
mmagrery these texts often call Bataille wo mind #2

| said betore that alleralion tunctions as a Bataillian concept
because of the primal contradiction that operates its relation
to meaning, such that the signitier oscillates constantly
between two poles This same kind of oscillation of mean
ing=—or for the complexity involved the more accurate term
might be migration
For though the work is structured as a binary opposition, with

i< what 15 put into play by Suspesded Ball

male and female juxtaposed and contrasted, the value of each
of these terms does not remain fixed BEach element can be read
as the symbaol of either the masculine or feminine sex (and tor
the ball, in addition w an interpretation as resticles, there are
the additional possible semantic values of buttocks and ewe
neither of these determined by gender) The identihcation ol
either torm within any given reading of the work 15 possible
only in opposition to its mate, and these readings circulate
through a constantly shifting theater of relationships, evcling
through the metaphoric statement ot heterosexsual connec-
tion into the domains of transgressive sexuality—mastur
back The

transgression contained in the --l.:II‘I'.l.l.IFl. L L T W

batory, homosexual sadistic—and aprain

ture—it should be noted—sets i apart simultaneously from
Bretons adamant rejection of the sexually perverse, and the
I.l|.|'|l:'l .|II-:||_|',|'-| [ -r|11.|| [l [ .I1-:'-."-"! 8] | |"-|, assins transiormations
of the human body in the late 19205, with which Susponded Ball
15 aften compared *7) In its continual movement, its constant
alteration,” this play of meaming is thus the enactment in the
cvmbolic realm of the literal motion of the work's |'||_'|||_1|_"i.||
(AL ]

Vthough the alter niation ot Swsperded Ball is constant 1t1s
nonetheless regulated in a way that s entirely structured by
-'|'|-: |':-----||1|f [ § 45
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mens—wedee and sphere—and the oscillations ol their sex

uith values In this erone |'-|.-.'. within a strucourally closed
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system, the sculpiure parucipates in the demonic logic ol
Batailles L Histoire de loerl In Bataille s work, which, as Roland
Barthes points out, s liverally the story of an object—the
eve—and what happens to it {and not to the novel's charac
ter<) a condition of migration is established in which the
object is, as it were, "declined” through various verbal states
As a globular element, the eve is transformed through a series
of metaphors by means of which, at any given point in the
narrative, other globular objects are substituted for it eggs
testicles. As an |||'||-q_'|_l, contaimng :|L||-:'J._ the eve
simultancously gives rise 1o a secondary series related w the
first volk, tears, urine, sperm
thus establish a system of combination by which terms can
interact o produce a near inhnity of images The sun, meta
phorized as eve and volk, can be described as "Haccid lumi
oSty

the sun

['he two metaphoric series

and can give rise to the phraze "the urinary
hl’|l.|-;_'f.&ﬂi|||1 af [IH.' “'\-I"\-'l- 'I'|L| LIS ITeone COorreCl L Ll'l-\.ll'll.l. [EFIZE
the two metaphorical series as two chains of signitiers
I"I'!.\.u'll.l'\-“_' |||1 ';.'|||_I'| '||'||,_' ||| 1% l:ll\i'n.llll_l_‘- ll‘l.” il l{_'r'l'll By THEWALE
anvthing bat the signitier of a 1|4_'5g|1|::|-:-r||rg term o And il as
this
:|||-"|_|:"|||Ij_'|_l.':'| 15 A |'|'|-:|'i.-i'“|“.' |||| r.h‘. |1'|":'|.1|.;|.'t||.||' OF Images, 1w o1s

one part of one chain connects o that of the other

essential to note that because of the logical constraints regular
ing the chains, there is nothing Surrealist n these “encoun
ters | they are not meetings by chance

| he structure of these metaphoric substitutions thus pro
|.‘I|.J|. 5 Nk -..-r'll".' ||1||. COLrsC III ||\||:_ oL AChpon ||1 ||'|{_ marranse
hut the verbal tabric thr ||,|.:_'|1 which the récl s woven And i s
important to compare this aspect of L Historre de Coeil 1o the

F-:-r

metaphor, the story of the eve is not the story of a literal eye

action ofF s beated |.::.J|i |_ur|-.|_'|'.'-;|_1 3% "'||_' ICThoy ol
| Je |'l'=l'-1'|.| o posint oF origin i the real world  a moment that
would be anterior to the metaphornical transtormanons, con
terring on them both their point of departure and their sense
the story thus has no |'H|'-.|||_',-_'|'|_| verm. As Harthes saes of the
wirk 5 structre. | he (ERT whizm has fio b SRS any w hiere

Because the ove's sexual identity remains perfectly ambiguous

a round phallicism), the marrative does not have a single

wxual tantasy hidden within s depths thar would prowvide its

ultrmate meaming "We are lett no other possihilicy than o
[ I |

reflect on a Perleciy sphcri il I'|-:r.:!l|'-|| within L} onFe i

oerl each ol s terms s alwavs the sigmiher of another term




and no term is ever a simple signified), without the relay ever
being able to be halved ™9

This round phallicism, this collapse of distinction between
what is properly masculine and what is properly feminine, ths
abliteration of difference is for logic what perversians are for
eroticisme it ks transgressive As Bataille cxplains in his "[ic-
tonary entry in Decaments for the word mforme, philosaphy's
task 15 to make sure that everything has its proper form, its
dehned boundaries, its limits But certain words. and imforme 15
one of them, have a contrary mission Their task is to
declassity, to strip away the "mathematical frockcoars” that
philosophy drapes over evervthing Because by opening onto
tormlessness, o the collapse of difference, mforme “comes
down to saving that the world is -unm'rhm!! like a spider or a
glob of spit [crachat| "¢ Informe denotes what alteration pro-
duces, the reducton of meaning or value, not by contradic
tion—which would be dialectical—but by putrefaction the
puncturing of the limits around the term the reduction to the
sameness of the cadaver, which s transgressive Round phal-

licism is a destruction of meaning/being This is not to say that
Wik il (At Modire: Earpte Bl it ot b C i it the objects and images of L Histoire de Loail ar Suspended Ball
pidou, Pars, literally have na form by resembling spittle, but rather that the
work they do s 1o collapse difference. They are machines for

dong this
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fataille’s "Dictionary” was dedicated to revealing the jobs that
words dot™ His magazine Documents, within which it was
housed, also had a “job” and part of this was o use eth-
nogrraphic data to transgress the neat boundaries of the art
world with its categories based on form This 15 the “hard” use
of primitivism, as opposed to what | referred 1o as the “soft” or
"aestheticized” view of 1t It certamby cannot limit it<ell o
barrowing this or that shape from the repertory of Primitive
objects the way even art school students (particularly within
the decorative arts) were being encouraged wo do during the
19205 ¥ [nstead, it uses the "primitive” in an expanded sense
although with close atention o ethnographic detaill o
embed art in a network that, in its philosaphical dimension, 1s
violently anti-idealist and antbumanist. Bataille ends s arti
cle "Primitive Art” by invoking the modern art he respects, art
that “rather quickly presented a process of decomposition and
destruction, which has been no less pantul to most people
than would have been the sight of the decomposition and
-.|.|._"-.Ill|q,_1:ll 1} il i k.'l',,l.L'..'-:_'l‘ ! |r'||l:_'”l.-. II|.'|| I':'-‘I.i:""‘-l‘ll! —| LITJLIEL 5
aestheticizing, cognitively constructive category, which itself
—will no

owes much o the early detense of Cubist painting
more address the conditions of this "motting pamting,” Bataille
insisls '|'|'|.||r| il Can .u_‘lg|||._x- the w 'r'lll[l._ ¢ s@ l.|||‘-:I|Il. in I|_'|'."|-e'r.||
When it comes Bataille’s twurn in Dlocaments to think about
||1|,,.=|'\-'h.l_l'h. l.i.-ellL. |||' .'_1| WS B0 l.||||_‘|l:_'| ‘.hl' II.'|'|I':| "'-||||;-|| T ELEETE

[t is only through this |'-.'|~.|r|-.||'|.| conception af the “job
that primitivism performed for the dissident Surrealists that
Sars C A l.||||_|-:_'r'\.l,_||'.|_‘| '.h1_' |'|.'I|'a'.||'|; N I|||'III:I-: |IL-:' "'n-i'-l 'l-.':.ll
Heall o ||_||_||_'|: I|L|,' -:|.11r'||x abour the “sowrce” of Drorsade € Mayect
For the elaborate network of the Primitive that had been
Lle"-.'l'lr Jild |_1 ||l.' il -:'.|-'|1.' 1930 tends oo Prov e a3 -.|_|_|||'|r_||r|_ Ik

Inevsibie Olbpecl with many interconnected relerences, thuos

supporting not only Hohl's assertions about the work but

Hretons amd Leinss as well and OIPENINE  CEiao siill k 'II'-I.I
st wnboniog conditions that |_'l'|‘:|'l.|l-:|‘| fh seulptun
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IF we start with Leinss report about the lictle Swiss garl
which in the context of this moment of Clacomettis art is
certainly the most questionable of referents, we see that in fact
it fits into the circumstances surrmounding the development ol
the work Breton reports that the hirse stage of the head, the
one ultimately replaced by the mask from the flea marker, was
Hat and undefined, although the conception ol the eyes ag
large wheels—the night one intact, the left one broken
continued through the lirst and second versions 57 There is a
plaster from 1934, a time just prior 1o the making of Dbl
{ Mect, that fits Bretons description and was undoubtedly the
sketch for the initial idea of the hpure's head (above) Where
the fnal version s crystalhine and dehned, the plaster sketch s
Habby and almost formless, but what connects the two con
ceptions (beyond the wheellike eves) is their being masks 57
The plaster head is clearly copied from one of the carnival
masks photographed by Jacques-André Boittard and
reproduced in Dociments 1o accompany Georpes Limbour's

Eschivle le carmaval et les civilises ™5

Lext

The setting for Limbour’s meditation on this subject is a
chaotic general store i which the author wartches a liede girl
shvly pick up a carmival mask ol a bearded man, and. trving it

of, Lranslirm h-!""-{'!'.'

mto a kind of Lolita by lasciviously
FLLTRETIT L I'l'l'r RUITEESLIC .Il"'lrlﬂ |.|'|l§.' |||'|"' ol 1:'H.' Frel FARECT 1|||.|.|. |5'|.' I-I'k. L
| he vivid description of thes "Salome ot the streers” may well
||-'_' '||-e' '-.I'i‘ll. ]r Gl AASSCRCEALICNET r|"| I_||-:_' ||:11|_ Ry ,-_'|||

[ he riest oof Limbsour’s article also rewards attention "-.|'-|',||-.
ine hrst of the conception of death invo which the gerimacinge
masks of { .|l'-e_'=-. I|.'_:~_;-e;|_|'.' [Tz I_|'.|_ r1|:-|1||||'-.' il I|'-|_' Miian tace

masks

. i
tor the orthodox Surrealisis

Limbour then wrns o Primitive For ithe [ocimenis

UTnIp as well as AT |'-rl'||_'||e'|_|

l.|-'-"|'||l|'- il ]'|||'.||I|'.'-: dF L Wwilks i) ||||l:-'_'| I_||.|I of S H' '-.1|'|'|_|'|

was considercd oo ranonal

Llcran

rocr bormalist bur thar of

a and it is o this that Limbour relers I & passaoe

Ll 1% repsrescniativi il '|'|-e .:'I::I=]'. ||"'--.-|ll|' .|||*~I ||'-:'||||5: il

oth proups, Limbour castigates the violation of these terrino

roes B the white man, who substiouces his “masssonaries of

|' ni |'|!- PP IML |'|- I"'-llll (FRY| I||-' il ---|‘|||-||- leprce ol (he

Melanesian conception of the mask * And in an image that is

fel |--||'\-| shed wnv Geonees
1 I9EN

Carnirval mask. Phs ;.||_'|,||||1 by datiues-Andre B

Limbear “Eschvle le carmaval et bes

crwilisd=

I'!-;_-|'|I ot of Batailles comng L of the soleil pourri he speaks
af the teces carved onro the LAN | | poles stuck o the carth
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i send its sacred obiecis back o the art markets and lro

Caderos of "civilization.” the West has also developed s onen

I'|'..sx|\.-_ LN |||'||i:-|||'| Wriles I|'|.|! are '--.-II'.!|'-. i3l l!l""'.:.ll'\...ll"'
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| hese, of course, are the gas masks that alone are authentic 1o
i = i

our times Because il reiimomn the cult of the dead. and the
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The mage of the gas mask, which substitutes for the
“humanity” of the face a horrific image of the brutality of
industrialized war, had become extremely widespread among
the 1920k avant-garde A suite of photographs in Varelés
showing not only wearers of gas masks but of other kinds of
mechanical devices attested to this Fascination for what maod-
ern imagmation had created o replace the head of man (p
51515 A< with all the mechanical candidates, but with
extraordinary force in the case of the gas mask, this substitute
calls to mind not higher stages in the evolution of the species,
but much, much lower ones, because the wearer af the gas
mask looks ke m rr|hng sor much as an insect

I'he man with the msect head s mforme, altered  What
should be the sign of his highest facultics—his mind s
spirit—has become lowly, like the crushed spider, or the

like the

deformed anthropoids of the caves, acephale, a transgressive

carthworm The man with the insect head s

thought of the human ** The term is, of course, Batailles, and

BIAG EAALINY

Malangpgan figore (deail) Bew lreland Paisted wood G604

1756 cml high, overall Codlection Domothes Tnming, MNew Yook
Farmerhy collection Max Bers

in his work it unctioned as a kind of password used 1o enter
the conceptual theater within which humanity displays the
richness of its contradictory condition For acéphale apens
onto the experience of mans verticality—his elevation in
bath its biological and maral significance—as a negation a
development toward the primitive, an ascendance downward
As will be shown, this conceprual inversion would also play a
striscoural role in the redefinition of sculprure that Cilacom-
met explored in these vears But tor Caacomett, as well as bor
many of his fellow artists, its most obvious impact was
thematic

Within the imaginative circuit of the period being consid
ered, the man with the insect head is also the woman with the
insect head the praving mantis The symbol of a collapse ol
the distinction between lile—aor procreation—and death, the
praving maniis fascinated the vanguard of Varles, Documents
ard Mimalagure because of one detail the female of the species
was known to eat its partner after, or even during, copulation






Because of the strongly anthropomorphic character of this
insect, its mating habits seemed extremely portentous 1o the
I"'l'.ll'll"ullf"hl'u Hllj_'l_l E. |||” iy EoheA% CITH Il'll: ITLrlns ['ll.ll"lll'-hll.l in
.".||l||*-l.|||r: i 1934 u|1u_|1 Il|_'-:.|||l|' lh-q_ E:-.u.'ﬂ- il Ellx |.||r_'| h:|;||_|||_"\-
of the unction of mvih and the ambiguity of the sacred
reported that Brewon, Eluard, and Dali all kept large collec
tacsins o ||'|l:"h.l_' insecs, 1n capes™

Caillois's essay released a swarm of praving mantises onto
the surtaces of Surrealisi painting ! But even belore 1934 the
insect had appeared in Ciacomettis work as well as Ernst's
{ |I|'||I_':'\-I'II1_"|'|'I.'\1 14k 300 '|'.';-|i-'.||l .| .I-:|J||I i'lr' ..|1_';'||-;_ 15 I]'h_' WOMan as a
mantis and seems to have introduced the production of the
(R ] i dfes |'| 5 Ha) ol I_]h_' !-:l”-:-'.l.'ll'“_' Vi ||'| |'|- .=I|'| ||| l;|'|-:_"\.l: (1§ ]
abstracted image of the mants is at work within the mght
marish conhnes of the '-.|_|.|||'-r_||r|; attacking its masculine part
ner, which s represented by a ample sphere, or cranium
With these Cages, the mantis appears as well o have been
influenced by the extreme formal disjunction considered 1o be
the major visual characteristic of Clceanic art, giving it its
power and its savape poetry Several of the Malanggans trom
Mew Ireland that could have been known to Chiacometti ar this
time are hughly suggestive as a possible source tor the idea of a
53 And in the analysis of
Melanesian motifs that Carl Einstein published in the 1920

disjointed, caged hgure (p 517

t|1|! ;"-I..’ll..ll"-;-_\,’,'_'.ll'lw slruciure, Conc {'I'H.-'L'l.l db ol CTAITINTE |;||||F_.:'|II_1|
'|'|'I|.|'II'I'I d by .’||1|:I1L|II'I;=_! l|| |:II.II'II:'-- |.|'|.'I'. 1% |.|'|l.' Pr""llltl".L' TOLEFLCR
tron of |.|'IIZ' hl‘x'.'1l'.'.'.]f'| 15 EVEN ImOne SuEprestive lar an o
el

I'|l.:-|1'l'r.:1l. al I{'.’Il'.llr'l_l.! of the Cages
After this it was Ernst who ook up the theme of the mantis

i Ermst Cullage froem L Semarme de banté. 1934 Fifith book Ehiment Dadess  and in his production of Une Semaime de bonté, published in
Example Easer ldand 1934, one finds the image embedded within a whaole oeuvre
dedicated to the conditions of the acéphale *° Inone chapter of
this collage novel in which the human (male) head is replaced
by everything trom worms to birds to lions, the actors are
depicted with the heads of the great Easter [sland statues, and
uxtaposed to one such fgure looking at isell ina mirror s a
mantis in the act of consumimg her mate °

Ihe rapport between Caacometti and Ernst during the
early 19305 resulted in Ernst’s visit o the Ciacomett tamilvs
summer home at Maloja in 1934 where with Ciacomens
help Ernst made a series of sculptures by slightly reworking
and q_";|_|'l.|r'u_' |._'|I1:l.' STOmES I|’|.'|'| I|!-l.' Ewid 1ImEm '.|I.r.;-_'|_'l'-._| FrCm
moraime | p 297 lThe neures Frnst chose to represent on i hesa
sculptures were both the birds from the Easter Island cults and

i rnst ||,1-. (L0 s |

the Papuan hird from New Guinea with which |
and which ke used as his alter eeo |..|'-|..-|-."' Much ol the
sculpture that Ernst went on o make in the following vears
shivws the effects of this visit His Lumar Asparagus (1935 p
564 lor ¢ ~.._||1||'-!|_' is obvioushy indebted to Three Fagures in g
I.‘ri.ll il '.u'|5-||-, FEesanant with Frimitive assodiations .||l|'i whiich
Caacometti had set up i 193000 the Swiss countrvside ® Buot
the interest ohviously ran both ways, as Ciacomett s Progect for
Passageway [ 1930=31] indicates with its closeness (o images
like Ernst's Anatomy of a Brade or La Belle Tardiers
t |'I|.I- | Frvst & dSSOCILIDn in LIk Semrm fr bonle of the mants
with the context of Oceania and the site of the Papuan spirt
bard prowides wet one more aspect of the many factors that
determimed the conception of In ssibde CMeect wiith s ovwn

| | |:.I.. il | i eciahlish
mclusion of a ind s nead reminiscent OF Loplops L Cstaiisnes

CENCH |-|.|_!| gite weithin which o sex how the logic of Teeisibl
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by the torm of the mantis In Breton's story of the substitution
of one version of the work's head by another the constant
FRCIOr Mow .I';"'I""_.\,Il". [ (s I|'|-' 'l.||'.| ot the |'|l .||.‘| a5 dql :'|'|'|-.r .'|I1|‘|
the hegure, therebore as acepbale As the mask isell becomes
increasingly cruel of aspect. it more and more closely resem
|"l|-:'- I|'|l: [hL -::'l!l'-.! -|'|.||‘~l' ol !'!n- manciss 1ace '-'.|I|‘: 1= |"|'.I::|'
staring eves ™' Cagcomeiti s attracoion t ||" flea |'I'I|I|'I‘-\.':". |'|5|':"|I'H.
was indeed, as Freud would have sad, overdetermined

One wing of Ciacomett scholarship 15 extremely focused
on the psvcho-biographical underpinnings of his are™ To
what has been said about the factors « ontributime to el
Cabrect thas int rpretive strateey would andoubtedby add a
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amon lslands spr ot the dead. [ Dvessed in Blac L._ the wierrman
'-.'l.'l"u M ': sl FCOIMETE  TAPEs I|r'||._| ‘\.l.llll_’!l!‘l_'l-\- 1] hr\n .||;J||1r_'-|_|_rr.
fantasies is the same woman who enters the Palaceat + A M. o
disrupt s erotic idvll The great proscriber of his sexuality
shets Annetta Stampa Ciacometti 7t s possible 1o trace the
wav this marernal force was simultaneously associated with
the ideas of death that haunt his work and its equally strong
FOCES O Proégnancy’ _'||'||.| |‘|I|1I;|"| { (S ACOIMELTE wWas |||"|x|_'-'\--q_'|_1 u'1|]|
the idea ot the rock thar bears fruit, or as Arp had written

I'he stanes are full of entrails. Bravo. Bravo ™ Interesting as
that territory might be w explore, it i tangential 10 the
subject of this study although in whar follows with its
concern with death and the momument, the additional testi
mony of this personal, biographic motivation is certainly not
unwelcome

Any artists work can be seen from either of two, possibly
contlicting, perspectives Une of these looks at the oeuvre
trom within the totality of the individual The other regards
it, tar more impersonally, within a historical dimension
which 15 to say, comparatively, in relation o the work of
others and the collective development of a given medium
Often these two perspectives overlap. The shape ol
Mondrians career, for example, in ns search tor the Neo
PMastic elements of painting, coincides with hic position at the
torelront of the general development of abstraction within
twentieth-century art

In Caacomett's case this s not so Caacomettis sculprure




viewed from the perspective of has individual oeuvre is over-
whelmingly that of the monument the <ingle, vertical figure,
raised commemoratively in space. hieratic, immaobile, tall
From Stoon Woman, to Inpisible Obsect, 1o any of the 19505
standing hgures, we can tollow the trajectory of this concern
using it to bestow a conceptual unity on Giacometti's art But
from the point of view of the history of sculpture—an imper-
samal and tar less sympathetic measure—Ciacomettis entire
production of the vertical momument 15 less interesting, that
15, less wotally innovative, than the work he made in the vears
1930=33, for that intervening work 15 horizontal

The tormal innovation of those hl.'_[llphll't_'l\., almaost wholly
unprepared for by anything else in the history of the medium
was their ninety-degree turn of the axis of the monument o
fold its verncal dimension onto the horzontality of the earth
I obiects like Frogect ,||.ll i Seaire ”l‘.hi ]!..J:He!*.l.:lh‘ L 5149 and
the extraordinary gameboard sculprures like Carcuit and Che ne
jonie plus, the work itsell is simply and directly conceived of as a
base We could challenge the innovative character of this
invention by saving that Degas, with his Bather (c 1886, had
already dispensed with the intermediary of a base and placed a
sculprure directly on the ground, or by saying that already, in
the 1910s, Brancusi bad canceled the distinction between
sculprure and base Yet we would then be missing the point of

the profound ongimality of Giacomettis move For Degas’s
Bather like Giacometti's own Woman with Her Throat Cul
(1932 conceives of the *-.{ulpturr wnlthout a base and therelore
as a hgure scen trom above, but 1t does not understand the
work as a base And although Brancusi often thinks this
absolute fusion, his base/sculprures, unlike Caacometri's,
remain vertical Brancusi's works continue to house the olyect
within the domain created by the primal opposition between
and what

what is not artistically determined—the ground
is—the sculpture The very axis of verticality declares the
separateness of sculpture s representational held and the world
of actuality and this dimension s traditionally intraduced by
the uprighimess of a pedestal, which lifts the work above the
ground and removes it from the space of the real Like a
picture frame, the pedestal closes off the virmual held of
representation from the actual space around it

But it the picture s somehow only its Frame, then this
distinction s not so easy. and the representation begins wo fuse
with its literal surroundings This was the transtormation of
the sculptural that Giacomett put in place between 1930 and
1933 The rotation of the axs onto the horizontal plane was
turther specibied by the contents of the work as the "lowering”
of the abyect. thereby joimng it simultaneousty to the ground
and to the real—to the actuality of space and the linteralness of
motion in real bme From the perspective of the history of
modern sculpture, this is the inaugural act of Ciacomettis art
with implications tor much of what would take place in the
rethinking of sculpture after World War 11 And it is precisely
within this theater of operations that Chacomettis relationship
1o tribal art and the primitive is once again encountered

I'he earlest of these sculprures 15 Project Jor a Passageway
1930=31, p 519, an object both close to Ernsts "anatomies
and determined by the ethnographic metaphor of the body as
a cluster of African clay huts (p 51977 Ciacometti's alternate
name for this work— [ be Labyrinib=—reintorces the rela
rl-:a-I'|-|‘|11'| bl 15 Ci |I"-|_-q_'|,‘1| 1ERFY 15 I_|!||_' =.l.'||1||;J it l:|‘|-_' |:'|I Mt L 1 i
in the thinking of the early 19305, with its obsession with the

Allseree: Chacomsetti Simba Sk and Women ¢ 1956 Pe 119 5§16
Privare collection, Pars
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Minotaur, the labyrinth was set in primal opposition to classi
cal architecture s connomations of lucidity and the domination
of space In the grip of the labyrinth, it 8 man who is
dominated, disoriented. lost ™5

With the second of these horizontal sculprures the issue of
rofation of the axis becomes more perspicuous Head/Landscape
(19303 1) was initially called Fall of a Body onte a Diagram, and
it is this notion of the body's tall that verbally acknowledges
what the sculpure visually performs™ The structural princi
ple of Head/Landscape depends on the metaphorical relation
hetween the two things operated through the spatial device of
anamorphosis. Rotated onto the horizontal plane, the face
resembles a landscape This precise relationshop was spelled
ot i a display of "paranoid eritical” thinking by Salvador Diali
when he “read” a photopraph of African natives sitting in front
of their huts a< a Picasso head, a (misireading that resulted, he
explained. from his disorientation with regard w the pho-
ograph In Dalis presentation the image 15 then like Head
Landicape, rotated ninety degrees 77 But Cracometti's sculpture
15 less like a head in rotation than it s like a mask or Hat
covering of some sort And the landscape that is its alternate
reading does not seem hike the neutral terram of [Dali's example
but rather resembles a necropobs, s rectangular openings
sugpesting a tombh™ | This combination of tomb and ne
cropiolis would be made more precise by the cothng sunk into
the ground of O we jeie plus of the tollowing vear

Various African masks photographed and published lying
|.|4__m.'|| may ||.|'.'-:_' |'-|.:|'.,'|_'|_| d ||||-e' i1 t.l_||_'_E-:_"\.‘.:1'|:_' ‘.!1|.' TR L'l.l‘.l ||l..-:_”-. il
Head! Landscape ™ B the obiect that weaves wgether most of
the threads of associavon suggested by the works meta
1‘-|'|l=-r'|-. .|| '|‘=-|.|.'. I1I|_' |||'-=|'-. | I:I"l.ll L -:-I|||‘| '-.1-:'” |‘1.1'.'r' I'u--c-n A SCHITCE . B
the lid of a child's cothin trom BNew Caledonia in the Musee de
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tions of the 1929 Catiers d arl special ssue on COceama, an issue
that 1« AACOHMETED [ -'-.a.{'“-'_'d .||l|| from which ||{' r1|_|d|_ i ELR!
copyv-drawings Caacometti had constantly insisted that his
Irequent -:_!r.|'.'.||'|g al tee |H|1|_I l.-.-:-.-!-.'\. Ol ary was rmuost Ol ien |_|-'-r1r_'
trom lustrations rather than m front ol the thimes them
|_|'-| g wit | I his

{ }ceanic obiects bears this out, for they are |1|.|;||-..|||-. all
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time the largest easily accessible repurtory of Clceanic images
Containing, mareover, many representatives ol the Sur-

realists’ collections Breton, Aragon, Tzara), may have sug

gested other tvpes of relationship to Gracometti besides the
headdands ape ol the cobin lid ot the magazine 5 e 123
| he |_.|'-I-:_'r |'-|-||'||_| hsh of e 18K L above ) could |'|_'|'-.'| CHRET

ated behind the development of the phallically concemved
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[zara, heure 169 s strongly related to the same seriess



Dhisagreeable Obpect to Be Dhisposed OF 52 Further, the bardiwoman
statue ol hgure 4o resembles one of the two personages that

='I|'-.I!.'-I'. |.|1{ (R[5 |-.-|_1-:-||-- OF Lhr me pou .";=|= and. as has been
sugeested above with regard o the object owned by Max
Frnst, the various Malanggan, particularly the one belongmg
to Louis Aragon (Agure 65), contain the idea of sculptural
scalfolding one finds in Ciacometti’s repeated use of the cage

Civen the almost exclusive identtication of the Surrealists
with Oceania. the upsurge of these sources among the range
ot Primitive images fueling Ciacomettis imagination at this
time might be used to reinforce the general characterization
of this period of his work (1930=32) as his "Surrealist epoch ™*
However, Giacomett's connection with the orthodox Sur
realists did not really begin in 1930 Suspended Ball, thie object
that excited their attention, was not exhibited until the end of
that vear It 15 not to the Surrealist conceprual domain, o irs
fascination with the aleatory, with games of chance and the
obiet troued, that we should look for the marrix of ideas that
operate in Caiacomettis conceplion of sculpture s rotated axis
the horizomal gameboard. movement in real time, the sculp
tre as base, the base as necropolis 1 he vear this all began was
1930, and at that time Giacometti was still connected with
[iocuments | he preoccupation with real time that enters his
work with Sespended Ball and The Howr |,',' ihe [rices Opens ongo
-;l:llw.'|_|-q_'r._|:|| g IR | --q_':|f -|‘1.1|_ & ;||'||_‘| |'|_'._'|| Space IS |*|.'|II‘||.1| |:‘:--.
sculpture that has become nothing but its base, a vertical thar
I his very operation was made

1% 'l.l[|I|_1_'I_1 Mo :!!l|l'\1l. (]

continually by Bataille as he developed the concept of

s

BasEsse ~a low or base. matenalism—in Lacumenis

In the anatomical geography of Bataille's thought the ver
tical axis symbolizes mans pretentions toward the elevated,
the spiritual, the ideal, his claim that the uprightness sepa
rating him biologically from the bestial distinguishes him
ethically as well Baraille, of course, does not believe in this
distinction and insists on the presence—behind the
repressivie assumplions of verticalivy—of lowness as the real
SCHITCE Ol ||!‘\-||_‘||I'.'1| CRCrEy | DWW TICSE |"|-;_':"-;_' I= I'u:-rl'u af Akl mvj A
direction, the horizontality of the mud of the real I teet are
highly charged objects, Bataille insists in Le Gros € Yrieil i s
|"|q_'|_.'||_:t.l:_ '\.|1'|'||_||[.'.| L& |I_:*~|'.' !1"||_' FenCLES O |_‘|I~.;_'I_'.~\.I '||'||._| s I_|'|l:_"-. A e
the part of the body that s mired in the ground “A return to
reality implics no new acceplance whatever, but it means that
Wit e |'|.'1*~|'r:'n. x-:'l‘ll.'q. :'|.‘| l.-.".hlll:'. ~.'-.I'|'||‘ll|||-. -\.lj:"‘\-a::'.l'.'.:lll'nh .‘|I'||_‘| LID
to the paint of crving out, in staring, eves wide open: staring
thus in front of a g woe

II' :-LIE'

the vertical and horizontal axes 1w developed specibically

Dictionary’” entry Bouche this opposition between
thro 'f—'l" the ¢ Peration of rotatictn | |'-l. rmental axis is |.|'I'§.' LIE
CONNECHng eves and mouth, 1ssunge in |.II'“,_'|..-.'IEI.' |.|'I"' CRPTES
[he biclogical axis on

ocating the alimen

inciion II'I.I! I'.|'|_|||_|- ||'I_' Ir|-.|||'.':'|

R
the other hand connects mouth to anus

tary functions of ingestion and excreton. To lower the men

tal, or spiritual, axis onto the biological one 1w to think about

the real transtormation of artioulate sounds inmo bestial ones at

the moments Gof man's preatest pain o l,||-;':n-a|||,' and 1o s

i
l|".-: 1TV TFRET LTLE OEEFAtIon o8 ExXxCnelory |.‘||_'*~|||1|||:-|'. | I|'-|_'

biody 1= thus given an opening that ha '|f-:!'|||=-,_' v dor with the

A A LN || |II.:I is rather a hole Il'-"|||!'-!"|: the anus i Docu

el LS DEXE wWas "i'l-!l--.E:'l_l ||-_ ] ’ll” pagc ||'i||||.||_-|_:r.'-|| ||-.

Bodtard of a2 mouth, w de open, wer with saliva®

[ his Iea OF a |'|-,||- ar thi fop of man head one that

L} [ .

wcopues ndnge Bodliard Lmtiiled phiotogeranh 15K 306 % HES 0F ] &

Yoonee et
E

7oomn Preae oollecion

Whowe right Phoseraph by lacopie=-Andre Henftard puiblished in Ceorges Hataille

Bt v 18] 1930

Mlan-Fay

fanctions to de-idealize. de-rationalize, dis-equilibrate—Iled
Batalle to try to construct the mytho-anatomical legend of
Ihis gland at the summit of the human

[ he wers

the pineal eve
seructure Bataille conceives of as a blind spot
opposite of Descartes's belief that the pineal eve was the organ

connecting the soul to the body Batalle's notion of the

i
gland's function 15 that it propels man upward, attracting him
toward the empyrean—representative of all thar is lofry—
mmpelling him, however, to stare straight into the sun, becom

e as a result crazed and blind ¥ The obsession with the sun

"'II=IZ11-Ill.'l.|.|'I"'. '.|'1'. ',1II'I..I| |'IIII'L‘| Ve TS ||'l.'|' ANGENCer Inslance

I 1 1
il the collapse of the vertical into the horizontal, as man i his

disorientation literally and symbaolicallv loses his head®™ 1 he

imaze of the man with the hole at the op of his cranum

another form of the .,'-r"..'- connects in this wav o the

of the labyrinth, the space of MPlosion, as i

!'-l'::ll e

ERPIETIETICR

distinction 15 Blurred between inside and outside

e end

[he blinding, crazing sun is the salel at which the




Seald |deimal) e § Hemim (lormerty Dahamey) Silser 407 111

1 Peopl

o Hepubdic

v iverall Collectstan { Harles Ratbon, Paris

Easter lsland idols stare and o which Bataille consecrated his
essay on Picasso’s ‘rotting art” But then, for Bataille, the entire
problematic of modern painting subtends his conception of
the beginnings of art as the representation of sacritice, the
svmbolic correlative of the mutilation of the human body
' he space ot this munlation s initially the cave or grotto of
the prehistoric painters, the first occupants of the labyrinth
I here art beging, but not with an act of sell-duplication, as the
relationship of paintings origins with the myvth of Marcissus
would have it Painting is born with man's refusal to reproduce
himsell, and out of an act of sell-mutilation

[hi= set of connections between painting, a lascination
with the sun, and the mutilation of the body in an act ol
sacrificial madness s spelled out in Bataille's essay "La Mutila-
loreille coupee de Vincent van Gaogh
tor Rataille, van Cogh's is not an aberrant

tion sacrihcielle et
Meedless to say
gesture but 1s entirely representative of art’s essential, archaic
function  As one scholar of Bataille’'s work explains, "Self
mutilation demands to be thought of as an act, in tact, the
piar excellenc

[EL I.-..l'lll dact Because Parniing s I'|II-I|'|II1',! it

doesn’t strike at the architecture of the human body, thes

architec wure which, precisely s not simple because it implies
selb-mutilation ™ The Minotaur, not Narcissus, presides aver

the birth af an art 1n which representation represents
alteration
CIhne alter another Gaacomettis gameboard, -horizontal

culptures enact the marnage of the held ot representation

with the condition of the base, the ground. the earth This

FEdtartigam Of '.:'"II' 1X15 Gmjo I|'-l |‘|||I'|_'I|--'- M OF I:I"l-:' '_"|'|'. A Z'.! 1= '.hl'

hite of direction of the acéppale But thiese rotaved works share

with the theme ot the headless man and the labyrimth another

1
ASEECT (8] A

il it them carey the further

T CONE EXOERTIGN

agnihcation of death O ne foue plis conceives of the "seulp

Lemtre Batonal d'An

Aberie Chacomert Table 1933 1429 ¢ml high  Mliser MNational

d At Moderne et gle L ukiure Ceorges Pompidow. Par

ture” as a game, its board cratered with semicircular hollows
muodeled on the African pebble game 1 (p. 5137 but into its
center are sunk two tiny coffins, their lids askew The literal
space ol the board on which picces can be moved in real time
fuses with the image of the necropaolis

As one of the meanings of représentation the Littre dictionary
lists the pall-covered cothnlike trame used in commemaorative
religious services Representation, a stand-in for the dead. i
thus conceptually suspended between the symbaolic and the
real decay of matter—the precise condition of alteration
Bataille's notion of a "base materialism™ operates in this very
middle ground between the literal and the symbaolic, tor i
conceves the entire held of social relationships as whaolly
structured by the conditions of representation, which i< to
say, langruage But language 1s thought of as a directionless
maze in which, for example, the sacred s the tunction of the
ke alln

twa directions. toward the blessed and the damned Classical

very conditions of the word itsell sacer pointing in
philesophy wishes to repress this duality and reconstruct a
language in which each element has a specibic value, and only
one. |t wants to buld vertical monuments to cover over the
necropolis where meaning burrows into the dire of decay
contamination, death. The space of thes lingwstic necropolrs
in which lanpuage both forms and represents the real desires
of the acéphale. is the labyrinth
[he gameboard of O owe joue plus 15 not a readymade, 118
hornzontality 15 not the unmodulated topple of the snow
‘hh'l".':]

gameboard with it little pleces, 15 a representation in which

of Duchamp’s [n Adrance of a Broken Arm  The

the symbolic s made a function ol the base, the base in

bataille s sense a concept far from Surrealist poetics

EFET T
torged instead out of a vision of the primitive

In 1935 Giacomettis art changed abruptly He began it



work from lite, with models who posed in the studio, instead
Wl ||'|.'||-.,1||!_' '\-I_Il]]"'l'.lll"‘\-—'l'- he later said of his work of the early
1930s—that “used w come to me complete in my mind™
[ he break this precipitated with the Surrealists left
Ciacometti violently hostile He declared that "everything he
had made up to that time had been masturbation and that he
had no other goal but to render a human head ™ As part of
this repudiation he s also reported to have demed s connec
tion to Primitive art, saving that if he had taken anything trom
objects of this type, it was simply because “art népre” was
modish during his-early career™

What Caacomett was repecting was not simply Surrealism
or a related connection to tribal art At a deeper, structural
level, he renounced the horizontal and evervehing it meam
both a dimension within which to rethink the tormal concerns
of sculprure and a matrix through which human anatomy was
altered” From 1935 on, he devoted himselt o vertical sculp
wre Having made this decision, he lett behind those two
concerns that had worked together o generate the brilliance
ot his work of the early 19305 the base and the primitive
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DADA AND
URREALISM

Fvan Maurer

Press announcement, 2nd February, 1916

Labaret Yoltaire Under this name a group of voung artists and
writers has formed with the abject of becoming a centre for artistic
enterrpinment The Cabaret Voluaire will be run on the p ||1|._.'p|¢_' ol
daily meetings where visiting artists will perform their music and
poetry | he voung artists of Zurich are invited wo bring along thizin
ideas and contributions’

tis tromic that this innocuous announcement heralded
the Buropean launching of the revolutionary interna
tional art phenomenon the "Voltairists” would call Dada
Anticipated by Marcel Duchamp and some New York
artists, the spirited activities of Dada challenged and
extended the literary and visual arts in Europe and America tor
eight years, from the beginning of World War | through the
early 1920s "Dadas only programme,. wrote Hans Richier
‘was to have no programme  and, at that moment in history
it was just this that gave the movement its explosive power to
et |=|_'| (i H .||'|' |JI'|"-: LigEs, Fred o r| A5 |1|_'I 1C O RO I.‘ﬂ COMsSIraimes
This absolute freedom from preconceptions was” Richter
I he
frailty of human nature muaranieed that such a paradisical

continued, “something quite new i the history of art

situation: could not last™ Then in 1924, the Parisian con
tingent, under the leadership of André Breton, proclaimed its
allegiance to Surrealism and. in accordance with related but
difterent ideals, continued the impassioned commitment to
the cause of artistic, political, and social change that had first
brought the group together

Dada as so named was concerved by an assortment of

Cerman, French, and RBumanian writers and artists who had

come to Zurich at the beginning of World War | Although
there was a simultancous and independent development of a
similar nature taking place in New York, we must look w the
Swiss group in order to study its more active involvement with
primitivism and Primitive art? It is signiicant that Dada
developed in Zunich, the cosmopolitan intellectual center of
Switzerland which stood as a neutral haven in the very midst
of global carnage that would irrevocably change the course of
political and social history [Dada's acute sense of the absurd
and its insistence on artistic and social treedom were engen
dered by the bourgeois societics responsible for a war that
consumed the lives of men at a rate bevond comprehension
Huge Ball, the original impresario” of Dada events, expressed
his colleagues attimude of cvnical revalt agamst the establish
ment when he wrate

|l 15 Pl o l'-ﬁliﬁl' T I|'||=\. |..';|'::|.:||.E|';| LR T imake Uik et LI TESpeClL
What's supposed to be so respectable about them
Uur drumes drown them out

r|1-!\.' -_-'r,|II|JI| i I"\-I,:rl_l'1|" ||,"\-\.| vals |I1|,‘| rII-! LA
LI T

I I‘l'.'ll Canmoans
I'heir idealism? It has long become a
wibiect of derision
madness . our enthusiasm  Foar

IIII"':III'\-'.II,, beroismms woluntary

iMuion will put them o shame?

The first two vears of the war had led to a deadly pattern of
attrition among armics of millions af men who were |'-|n~.-|n,.5
one another apart with seemingly endless artillery duels along
the trant line slashing across Furope On February 21 1916
just weeks atrer the opening of the Dadaist's Cabaret Violtaire
the Cerman armies attacked the heavily fortihied positions
around the small citv of Verdun in a caleulated effort to force
the French into the -=.'IF_J.EI"\-|. concentration of artllery ever

assembled and to decimate them by drawing their reserves

=
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intix the deatherap The growing horror of Verdun lasted for
ten months, during which. in an area of about three and a half
I'|'|||-:'-\. I|'|r_ -._:||'|1|'l||'||_'|_| |;.1_'r'1'|'|.|r| .'-.r'l-:_E |I-:'|'|l,_|"| |||-w.|_'*- WEFE £S5
mated to beas high as 420000 killed and 800000 gassed or
wiotnded |

[ he tensions caused by this extraordinary and senseless
tragedy had a strong effect on the people of Zurich, especially
the young artists and writers who had congregated there from
countries throughout Furope The psvchological and emo-
nonal etfect of the war among the cvilians in this neutral
enclave was more immediate than one might expect The
aroximity of the hehting brourhe the nodce of battle to the
very outskirts of the aty, as Marcel fanco recalled, just a few
kilometers beyvond Zurich one could hear the cannon® Jean
Arp, the Dada and Surreahist artist and poet, also

commented
[ |

o the |~||-. sical imminence of the conflict when he wrote “In

Zurich in 1915, losing mter

Woorld Wiar

Lt I'III"""‘\.'.I“'I'II':II n ||'|| II|'H.:.||'|||'

est in the slaughterhouses of the
we turned to the Fine Arts. While the thunder of
wi pasted. we recited
we versihed we sang wath all our soul

[he Dadases’ rejection of the inevitably linked acsthetics
ind social values of the established order led them to Primutive
1ri o W | 1% 1L} |'I.|-.|'|.I Aleads "'.||."| il I”E‘h ari
hildien's art

namve art, ancl
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nental feelings and ideas unspoiled by traditional Western

| ad utilizing alternative a8 ; = _-lds Arp .

. Ficl zingr alt vt Artistic means  lean Arp owas
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an elementary art that would, we thought, save mankind from
the furious folly of these ttimes We aspired 1o a new order that
might restore the balance between heaven and hell ™

As wis somewhar the case in the Montmartre of the turn of
the'century. the central tocus of early Dada acuvity in Lurich
was o be tound in the cabaret, where the social atmosphere of
tood and drink nose and conversation |11'.l'|.'|':.[|_'|.\.| 1 lively
context for the performances exhibitions and the launching
of broadsides and publications. The excitement and drama of
the Dada evenings were marked by a notous mixture of
AONSERSE  POCms, sound POems, recitations in various lam
puages, piano plaving, drums, jazz. Atrican music and poems
Atrican-inspired masks, screams and laughter, pantomimes
and insults were all ottered with straighttorward seriousness in
a calculated effort to activate and involve the audience

The sole pictorial record of those hrst Dada soirees is
,"'.L1||,,|_"| ],i!'ﬁ_l,l;h |'-.1|r1|,||'.i-_-'|| _JI".;|':'|rl|:'i||JIr|_H| el 4] '.l.'l"m_h not only
captures the exciternent and action described by Richter but
also provides clear evidence of Zurich Dadaz involvement
with primitivism. Un the wall behind the plattorm an over
sized face mask leers menacingly at the audience, one ot the
many masks made for these performances by Janco, a voung
Rumanian who had come o durich to study architecture
According to the accounts left by the Dadaists themselves
lancos masks were an mportant element in their presenta
tions  Although lanco produced them out of a variety ol
crude, common materials, their mpact was disturbing and
emphatic

In a 1948 statement about lanco, Arp wrowe |
haven't forgotten the masks vou used to make tor our Dada
demonstrations. They were terrifying. most of them daubed
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with bleody red Out of cardboard, paper, horsehair, wire and
cloth
terials was also related to the Dadaists’ understanding of art in

¥ |.JI'I|.IZH. I.I'IIIII'.'I:' H I'IIZ:II'Ilr.'Il‘Ill.IHI'I.'I.E Impermanent ma-

Primitive societies, especially those in Oceania In describing
his own collages, lean Arp compared his work to that of the
artists of the South Seas “Instead of cutting the paper, | tore a
up with my hands. | made use of objects | tound on the beach
and | composed natural collages and reliefs | thus acted like
the Olceanians, who never worry about the permanence ol
thewr materials when making masks, and wse perishable mate-
rials ke sea shells, blood, and feathers ™'

lI-|'}1-~III;_'|I there 15 no documentary evidence of the inclu
sion of or direct reference to actual Abrican or Oceanic masks
i these pertormances, lancos masks were most Fregquently

called "MNegro Masks” by his tellow Dadaists, "Negro” in this
context being applied equally o the art of Abnca and
Creeania' While Jancos masks never specifically copied a
known Alrican or Oceanic prototype, his colleagues imme
d!l]fl‘.']"r' it'1"11:lL'|:'|1.l'1.I 1ht'lT| WI‘!‘I 'n'n':l'lﬂl Il'l-!_"y' Fll.,'l'l:_'l,,"l"..";_'\i.l 0] |'!|l;" [hl_‘
inherent spiritual power of Primitive art For Hans Richter this
evocative force was embodied by “the abstract Negro masks of
FiH'I'L'U_ "."."I"IiLh LalF FIL"d t]'ll‘.' |'|.|.I|;_‘III:'I'H.'t' trom 111:_' prlrm' '|.'.'|| !."I]'I i_"l_l..“jl_‘
af |.|'I!.' (5 [ |.:I|.|¢.'I'I'I'1. Ity |.|'I|'.' Flrll'!'lt"n'ﬂl !!JF("".I'-. I'I'I 1h1.' ATTISTIC
imagination

For lanco, Primitive art was one of several inspirational
influences from nontraditional sources that were direct and
tree in the torms and manner they utilized o represent the
world In a recent interview, the artist stated that "we not only
thought ot primitive art as the real arr, but we also regarded
the art of childhood ac a real art We even came o the idea of
exhibiting the art of the insane ™' A protound interest in these
three areas—in the art of the Primitive, the child, and the
insane—waould later become a major aspect of the hiteratre
and art of Surrealism

Like the Primitive masks that were their general inspiration
lanco's masks were made to be worn by dancers who per
formed to music When an Alrican dancer dons a mask tor a
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sacred ritual he also becomes the velacle of the spirit the mask
represents | he mask is therefore a signibicant element in the
process af the transtormation of the individual's consciousness
from the human to the mythic Hugo Ball, tounder of the
Cabaret Voltaire, understood this and was fasoinated by the
MmManner in '|'|f'|H_I'| I|'|1'|-|.III-| r'l‘l.,l*-L'\- |||11_L_[1_L1 ||1||:. JCTHINs ||| 'I“H
performens who wore them MHe wrote

Wi were all there when lanco arpived with the masks, and each af us
put e on The effect was strange Mot only did each mask scem o
demand the appropriate costumie, icalso called bora quite specitic set
I he dyna
micm of thie masks was rrresistible In one moment we baecame oware

of gestures. melodramatic and even close to madness

ol the ereat importance o such masks i mime and drama The
masks simply demanded that their wearers should start up a tragico
ahsurd dance What fascinated us abioase these masks is that they

represent  characters and emotions that are larger than life'*

In addition to his masks, lanco produced a powertul draw
ing tor a poster directly inspired by an Atrican sculprural
aesthetic. [motation lo a Dada Eveung (p 536} shows a trontal
seated hgure and a standing hgure seen from the back Both
bodies are made up ol large black planes that abstract and
simplify legs, arms, and torso in a way characteristic of the

Sban Bay Moir o blaeche. 1936 Silver pring om tissoe, 8% 2 094" 21 22 37 7 cm
l'-r.llll:'\.Lll' l:. IIII"l Nl'h ‘I: IIL
style and surface color ot Atrican Hgurative soulpture I'he

head of the seated haoure s alzo abstracted into planes with
o r-|'|;| sis on the large oval mout h with bared teeth a promi
nent nose, large triangular eves, and an elaborate peaked
hairdo  |his tacial tvpe is very similar to that produced by the
sculptors of the Cameroons, especially the Bangwa It is not
entirely certain that lanco knew the strong tradinion of Cam
eroon sculpture, but these powertul hgurative statues and
masks were available to the interested public in ethnological
museums, particularly in Germany, and in publications'*

L¥irect reterences o the Dadaists interest in public collec
tions of tribal art were made in a series ot photocollages by
Hannah Hich, entitled From an Ethnographical Museum
Collages such as 1 he Sweel Oue and Momwmient to Vanity I, both
1926, satirize tradinonal European ideals of beauty by com
hining photographs ot African sculpture with drawn and
painted elements of human bodies. The specinc ethnographic
museum to which the series title reters cannot be determmed
because Hich moved trom Berlin o Haolland the vear these
collages were made However, the African images she used
are recognizable as a Chokwe [Zaire) sculpure in the Mong
mentd to Vanity [ and a mask in a Cabonese sivle, perhaps Sogo
i The Swoeer Chie

Man Ray was another [adaist whose work has athmities 1o
F'Tll'r'ull'.'-q_' art }||'\. 1915 ‘~.._5||'|'-|'_'|r- |'--|- |'.'=|'E.| |' 15 ik ||'||'||||'|.'|| '|-_'|_||_||
abstraction that generally recalls Primitive stvles such as the
r|_'-._||,I|_I,|'.4_' .||_'=I,|'|{'[||_ ol !J!u-'-_'r i I|I.':'\1L'- L I L BN | ||-|_ 1T |,'r_| Ireain
the Llnied States to Paris where he was active with th
Dadaists who would soon form the nuclews of the Surreealist
movement During this period the reiening sovle of Art Deco
tostered chic renditions of Pamitive lorms Man Bav's pho
tograph MNoire-el Blanche, 1926 15 an elegant ver eerie comment
l'art nezre TThe model's disembodied

masklike hace is contrasied o

on A |.i'|'-g||-. s ol
1 I:ul'.lll '-|'-\.;| ||.I.|'\-I‘-\. '.'|||I| |I|I
overretined PrOpeariians andd 'I';:i'l!'-.' ||._.|:-.||;-._| surtace that
watld seem 1o indicate 11s being one of the many commer
cially produced African obijects ps pular at the time

Another impartant primativist aspect of Zurich Dada was
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drums | he greatest exponent of this aspect ol the [Jadaists

"chants négres

interest in the Primitive was lanco's fellow Rumanian Tristan
I zara. who later would also play an important role in the Dada
experience in Pars

Izara, one of Zurich Dada’s most active members, was the
[Dada personality most interested in Atrican and Ulceanic ar
and n Concepts al primiesm he also seems to have been the
anly member of the Zurich group actually o have owned

Wrican sculpture at that time Emmy Hennings, who with

Huieris Ball was one of I||-:_ tounders of the & .'|!"-_|r-l Noltam
iold of g 1917 Calerie Dada exhibition bult arownd what she

very beautitul and expensive Alrican sculpour

vwned by Tzara The sculpture was so artistically powertul
that it mamtained its presence v a room hung with paintings
by Randinsky, Fetmnger, Klee, and Campendonk !

In that same vear Tzara [1||h||=|'|:~d a note on Alrican and
COceanic art, which was followed by articles on Oceanic and
Mote sur 'art
Futurist-ornented Partsian art

pre-Columbian art in 1929 The short piece
négre, appeared in SIC the
magazine' In this brief essav Tzara emphasized the need for
a new way of representing objects so that they would be freed
from the limitations of traditional defmuons and assooa
tons Art must go bevond the mere surface representation
and slavash limitation of nature's exterior forms to express their
true, essential inner qualities. As an illustration of this concept
I zara used the analogy of two brothers, one representing the
bleak and hmited reliance on past forms, the other enjoving
the artistic reedom and creative energy ol the Primitive The
Primitive sculptor was not bound by Western canons of pro-
portion; he was—ithe Dadaists mistakenly thought—without
any conventional restraints and therefore created sculprures
that grew from an organic process of free associations This
served as an exemplary definition of Dada and Surrealist
Pricess

TE.‘lI!'.'l Wias ‘-[FIIF'IE!‘I".' .'|rlr.'I|_Il:_'|,:| L] |:'rII'I'|IrI'|.-1' art niot I|I1|'-.' ear
formal reasons but because he perceived it as an art that
expressed an intezrated view of life In"MNote sur l'art negre” he
stated the then commonly held view that the arts of tribal
cultures were prime examples of human creativity inits earliest
and purest torm Tzara fele that during this p weerful elemental
stage art also reflected the integral relationships of things in
nature and the associative power of forms to suggest other
IMAZTS CITHOTIons, Or I|_‘||;_'.'|'\. |_'_|._‘|:.|_1| an I_|‘|r; l,"'ll"ll".l_l"\lll._' iaf l|1'|I'-.-|_'1'-.'||
correspondences [t is particularly significant that in this carly
statement | zara mentions the creative powers of the mouth as
well as the hand. This reflecis his own activity as a poet and
established vet another tie between Dada and primitivism in
the area af the literary and perlorming arts

Mepro” music, dance, and poetry are trequently listed as
major elements of the Zurich Dada pertormances. Accom
pamed by the incessant drumming of Richard Huelsenbeck
who was obsessed with Alrican music, Tzara and others
recited their own African-inspired songs Later in his career
Tzara explained the interest Dada had in the elemental
qualities of the Primitive arts and their fundamental social
AeCEssityY @s expressions of b ith the conscious and the uncon
SCIOUS Creative powers

the art of primitive peoples was an integral part of ther social and

redigiois unctions and appeared as the very expression of their lufe

PR which advocaned “disdist spontaneity’ meant @0 make o
pisetry 4wy of life much more than the incidental expression of
intelligence and will For DADA, art was one of the forms. comman
@ all men, of that poetic activity whiose profound roots mingle with
thi primteve structure of alfectnve lile DA tried o Pkt Etual
theory into practice, waming Adrican Megra and Clceanic are with
mizntal Hibe and with its smmediate expression . By organizing

SECGRO SCMREES of improsvised dance and mussic Trwas for dada a

meatier of recapturimg n the depths of consCliisness the exalting

5 (1f ||'|| UnCTEER o9 |'|.| [T
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of lite because it was used in the service of all its activities In
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Poetrv lives at first for the
N,

the elements are close o lite
functions of dance, religion, music, and work

In his enthusiastic imvolvement with the Primitive, Tzara
alsoy produced versions of Cheeamic chants for the magazine
Dada, chants that served as examples of "primitive art” and as
comparative models tor what some writers refer to as Dada's
pieudo-Atrican” language?® All three ot these "poémes
negres were versions of totemic myths from the oral tradi
tions of the aboriginal tribes of Australia®® 1he chants retlect
Dada’s interest in the Primitive not only in terms of elemental
torms but because of its profound concerns wit h the myvihic a5
a principal preoccupation of art making Dada sought a philo
sophical and artisiic alternative to traditional European
modes, which [Jada considered 1w be psychologically and
acsthetically limiting. Primitivism offered Dada a positive
model, one that would later also serve the Surrealist

Mo eImcni

Surrealism was created in the early 1920k h'_.' a group of French
writers and poets who, as members of the Dada movement
had been searching for a new way of contronting a social and
artistic environment that was stifling and repugnant to them
In their quest tor a tresh approach o life, for a new world view
the Surrealists could draw upon a strong and well-established
avant-garde tradmion that put a premium on change The
Surrealists were intent on developing an entire philosophy of
lite as well as of art, and their interests, which were at first
prmarily Iterary. involved an intimate contact not only with
contemporary trends in the verbal and visual arts, but with
pevchology anthropology, philosophy, and politics. This
somewhat eclectic intellectual background exposed them o
wide and olten disparate intluences that had varied ettects on
therr development Many of these influences followed from a
direct interest in the Primitive, while others contained ideas
about elemental forms of human consciousness that retlected
attitudes and concepts similar 1o those understond 1o be at the
toundation of Primitive experience

Three of the most important elements of Surrealist philoso
phy are a conviction that the dream is a valid and integral part
of lite experience. a beliet in the creative power of the uncon
scious, and an acceptance of the universal need tor myth
which arises from a commaon tactor of human mentality and
unites the peoples ot all civilizanons From the inception of
the movement, the Surrealists studied the ideas and creations
of past thinkers and artists for inspiration and historical sup
port in the tormulation and justification of their own
phtl- wophy

In their search tor precedents, the Surrealists were attracted
nit onky to Primitive obiects but to the world view of Primi
tive man, a subject that had been studied increasingly
throughoart the nineteenth and early twenneth centuries by a
variety of ethnographers, anthropologists, psychologists, and
philosophers: As it was described by the scholars who investi
gated it the Primitive mentality directly embodicd those very
aualities the Surrealists were desperately tryving to integrate
intis their own lives and art. We can demonstrate the essence
of this Furopean intellectual explanation of the Primitive
which tormed the background of the Surrealists’ theoretica
nterests, by considering the writings of tour principal repre
sentative hgures with whose work the Surrealists were famil
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Trustees ol thie Ericish Sldseom. Londom

iar sir lames Frazer, Lucien Lévy-Bruhl, Sigmund Freud. and
Henri Bergson

Frazer believed in the existence of 2 common human men
tality thar reveals itsell in the similar ways in which people
trom various geographic locations, cultures, and time periods
conceptualize and express their relationship 1o the world in
which thew live The Golden Bough, which was very popular
amone the Surrealists s a buge culmral sourcebook 1in which
a number of basic themes in human thought are Nuserated
with thousands of examples from the myths and legends of
the ancient world, the Orient, Furopean folk culture, the
Primitive cultures in Africa, Oceania. and the Americas

Cine of Frazers greatest contnbutions to the study of the
Primitive mind was his mvestigation of the luncuon of the
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dream. Through many intriguing and often charming
accounts, [he Golden Bowah demonstrated Primitive man's
implicit beliet that his dreams were an integral and essential
part of his evervday lite, and that these experiences of the
mind and spirit were just as important in influencing his
behavior as those events and thoughts that acovated his
waking hours Moreover, he cited numerous examples prov
ing that the dream life of Primitive man was regarded as
conveying a higher level of truth than the experiences of his
waking consciousness In one example from the Gran Chaco
tribe he related that "the Indians are firmly convinced of the
truth of what they relate [about dreams |, for these wonderful
adventures are simply their dreams, which they do not dis-
tinguesh from waking realines ™4

In The Golden Bowgh Frazer also showed that in Primitive
cultures people regarded themselves as existing in a universe in
which every object and force in nature was motivated by a
soul or spirit that had a value equal to their own Such a world
view by necessity brought these people into a much closer
relationship with their environment, because they regarded
the ohiects, flora, and tauna with which they lived as possess
ing a spirit power capable of the same rype ot action and
reaction as that which provided the lite force of their own
being Thus the successtul person in a Priminve culture
maintains a harmonious relationship with the forces of namre
unlike the modern Westerner who tends 10 view man as
superior to nature and therefore separates himselt from it both
physically and psvchologically Frazers investigation into the
dualistic structure of the Primitive world view and the func-
uonal importance of the dream was a major step in the
development of the European awareness snd understanding of
I’TFI'I"II[I\"*.' L'LthlI'\'_'
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French scholars developed a strong tradition of anthro-
TH:II':H.HL:'I' T{'Hﬂ'ﬂri:h f}n-:‘ '.I'I tl"l\'.:' '1:IL[HL{L'I"“| o tl"l'l"l MovEment was
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was especially influential among the Surreabsts In his two
T ear P'III_Illl'.'-'ltIl!:l]'l"u II.I"l Fl\."lh'.lll"'!l'\' .‘IIrHt:r.'r*.- |:|I|-||=:' III"" spCefes
mfericures of 1910 and La mentalité primetioe of 1922 Lévy-Bruhl
attempted to define the basic differences between the ways in
'H'I'Il'i_h indl'v'ldl:l.;'||~. Ireym |1|"|i'|'|i[|'\"l._' .:II"II;j L8 Iﬁ'.'t'l'l'll_"':lru'l.l ¥ 1":’;.'?"‘-“.'[“
E'llltllrl.""l '-."II."'ul'ul'l'I:I :h‘L' 1.-'.-'|'|'|'|l:,{ d I'Id Ktrl.]l'.'lil.[rf"l:,l tl'll'.'lr rr.‘|.1tH:-|hE1|rl'~ | (B
it His main thesis was that Prinmtive man organized the world
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causal motvation Like Frazer and others who published on
the subject, Lévy-Bruhl also maintained that the dream was
the most important meeting place of physical reality and the
mare elusive causal spirit entities* However, while claiming
the dream state to be the most overt medm of rapport
berween man and the spirits, Lévy-Bruhl asserted that one ol
the principal characteristics of Primitive society was that s
1'I'I'I'_'|'I'||"'I;_'|"\ Il;,ll_ [I"H_'I"I'I‘*-\.ll_'!'\.'l_“\- LB I':IIL' Iy a4 state i l]ﬂll"l'll"l':'l.lr‘il."i.l
COmMmMAUInNICation 1':-I_'|".l.'l_'l:,'|1 |‘|'|.'|r:'|'r.1| 1|'111|‘|ur:15 It .'I.ll':".' :1n-.| |.|'|I'.'
realms of the spirits?® Lévy-Bruhls theories were theretore
particularly attractive 1o the Surrealists, who were trving 1o
develop the ability touse the dream and the unconscious mind
a5 a Megns III IIIIIT'I'III":.EEIT'II!_' CONSCIOLS l:""q:r'|l'rll."|'|1. { .’H'I'i.E [=nl g Il'lr'u.:
the creative process
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Levy-Bruhl emphasized the importance of totemism—the



system whereby a certain social unit identibes iselt with some
r'|,|||_f._|| ui;||1:_'|1t |'-!.'|'|I (4] .5.r1|||'.:] .||:|_‘| recogmizes 1t as its
leading spirt and guardian Although the individual unit
identifies with only one particular natural element, 1t 15 aware
r_|1_1| :]n; -.-:|1-'_'r .||||||'|.1|'\- |'-!'.'|'|I_-- _|I'.|.| |'|.|'.I|r.|| o es in I|'|l: '-.'-.l.:-rl.l.l
are related in the same mystical wav o other groups The
resultinge shared recognition underlies what Lévy Bruhl called
the process of collective representation He explamed that

to the “primitive” who belongs 1o a totemistic commaunity, cvery
animal every plant, every object indeed, such as the sun, moon
stars. toomes part of a oem BPven in commuonities where this form
does pot exist the collective representation ol certain anmmals [possi

by ol all o our records were complete | s mvstic o charcter

I'he wremic role of spiritually viable plant and animal forms as
described by Lévv-Bruhl will be shown to be of great impor-
tance m the work of Surrealise artists, especially that of Andreé
Masson and Max Ernst

The relationship between Lévy-Bruhl's theory of the Priom
tive world view and the interests of the Surrealists was first
discussed in 1945 by Jules Monnerot in La Podsee moderne ef [
sacrd where the author emphasized the dream and the myth as
the most important shared elements of primitiviem and Sur-
realism Monnerots work is particularly relevant because it
was highly acclaimed by André Breton, who wrote that it gave
excellent evidence ol the athnities of Sureahist thought and
that of the Indians

['he individual who had the most profound influence on the
development of Surealisms ideological links with primitivism
was Sigmund Fread The Interprelation o] Dreams, published in
1905 brought to the field of modern psychoanalvsis the beliel
i1 the validity of dream phenomena discussed here in relation
o the Prmitive mind Freud postulated that all hidden feel-
ings and emotions that man could not tace in his waking
consciousness appeared in some dispuised, metaphoric form
during the dream period. the key to his onerocritical theories
was thus the coupling of the processes of free association with
the interpretation of dream symbaols, These two methods
were of great importance 1o the Surrealists, whose preoccupa-
non with dreams and dream symbolism was based on their
desire to incorporate the resources of the unconscious Into
works of art in order o give them the deeply suggestive and
consciousness-expanding power aof the actual dream
CXpericnoe

Freuds fotem and Taboo of 1913 also had a mapor effect an
many ot the Surrealists and their interest in and understanding
of the Primitive In this study Freud attempred w bridge the
Hap between social ||'-:i'|||||'\-| Moy folklore and [ hiesloey in
order o deduce the original meaning of wtemism from the
recopnizable vestiees af it remaining in childhood i Western
culture Accordingly, the book tried to establish a relati -r1-|1||'-
between the Pomitive mind and certain s hological ele
ments sbll evident in Western society in order 1o beteer
I.."l'.|l %1 |I'-l.| b | i3l !!'ll"'u | ||,'I.I.| 5 |'"l.|.ll." [ LR} .r.'|llli .|l.,.I |-,!i-_

wierbed that men still live today who are close in s boaleni

cal structure to the earliest humans, the "hra primitives

I here are men still living whio as we belis stand very near i

FFmbIve mar Var reeare '|| 10 et A |-.-..||-|-:. Wl '||- PENIFE Ter |'-!
his direct hi I representat] Aucn ew b thos

wrh FIT Wi describse as s 14 e ther maenial e mvusE hawe a




Pl B
n, Mew York

|||1|.' s Rl F with iy gl Teabriamd Elancls ay Browvime |:.||'\l\.I.| P

Camnea. Wisad, 1Y (26 cm |'-||'|' Friede Collect

pectre af an early el CHAT AT |.|.-|."-'l.'|l'-|'ll'|'|l.'r!|. It that SLPPOsiiom &
carrect, a comparison between the psychology of primitive peoples
as it s raught by social anthropology, and the psvchology of
meurotics as it has been revealed by psvchoanalvsis, will be bound o
shio numerous pomts o AErteTmEnl arvdd will throw new '|I|.!|1L LIy

tarmiliar tacks in loth sciences <

Lising frequent references to the ideas of Frazer and Lévy
Bruhl. as well as to those of ather well-known ethnographers
| r|,'|,||.| ackn '-'.'.']l,'i_!g-:_'li '.ht' dualistic '-.'nr|d WlEw ol I,|1|:_' |JI ke

expressing it in terms of people, or body-soul, and things, or

abject-spirit He also wrote that causation in Primitive society

1
attributed o spirit forces, and, tollowing Frazer in [he

{rolden Bowgh, placed heavy emphasis on the power of homeo

pathic magc, or the Primitve’s beliel mn the power of mental

forces ta affect the world Freud called this power the

ommpotence of thought

Ina -:'|:1.'tpll:_'r ot Iotem and .l.'rr'-u.- Entil |L‘L‘| ".-1'-|rrl'|'||'-ll1 "ﬁi.lj.:H. -:Iltd
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art in relation o human psychology

In ‘:;r|'||'l. g single held of our cviizavon has the omnmipotence of
thoughts been retained. and that is i the held of arr Only i ar
does it still happen that 3 man who is consumed by desires performs
thie  accomplishment of
|"l:'-|p|-e' k|u.-|1-. with pustice of the “magic of art” and com

elail! Ih|11|-_' ||'x-e;rn|1'||n|_' those
1|-e‘-1r L
pare artists with magicians. But the comparison s perhaps more
significant tham ir claims 1o be. There can be no doubt thae art did
not begine as art for art’s sake ¢ worked originally in the service of
impilses which are for the most part extinct today. And amang them

W Y suspect many magical purposes i}

I'hat this image of the arust as magician, which had been
utilized in the previous century by Baudelaire and Mallarmé
was especially hitting tor the Surrealist artist will be seen in ot
discussion of the work of Max Ernst and Witredo Lam In the
chapter of Tatem and Taboo entitled “The Return of Totemism in
Childhood,” Freud tound within his theory of the Oedipus
complex an explanation tor the phenomenon of the totemic
clan. [his concept established a distinct parallel between the
Primitive mind and certain mental states in modern man The
ramifications of the theory will be shown to have exerted a
great influence on the work of Ernst, who was very famihar
with Freud's writings trom the vears when he studied pavchal-
ogy at the Liniversity of Bonn before World War |

Henrt Bergson was exploring the unconscious and the
dream during the same period Lévy-Bruhl and Freud were
publishing He based many of his constructs on the primacy
of intuition in the human mental process. This concept had
been advanced by a great variety of nineteenth-century
thinkers who influenced the Symbolists and now was equally
inspiring to the Surrealists in their search for a creative alter-
native to the limited rationalism of traditional Western
society Bergson's philosophy, which was entirely tamiliar to
the Surrealists, posited a dualistic world in which the powers
of reason and the abstract intellect are foreign to the dan vital
the creative lite force which s guided by intwition Just as
Primitive man sees his world as a spatial and temporal amalgam
of spirit and matter, so Bergson viewed the essential character
of the upward movement of life and evolution as one in which
time and space interpenetrate in a great surging mass of eternal
change that is the very rhythm of life itself. La durde, this state
of undifferentiated duration where the spirit of the life impulse
s free to move, is quite close to the Furopean conception ol
the Primitive mind in which past, present, and future exist ina
state of Constant Commuinication |I‘| I|'I.I'-. st "'ll.J1rt'.1|I*~1
artists and peaple from Primitive societies as described by the
scholars discussed here might be seen as the embodiment ol
Bergson's intluential philosophy of lite force moving i the
positive direction

[ hurme the early yvears of Surrealism there was a parallel
growth of interest in Primitive art on the part of galleries and
magazines as well as among the individual members of the
Surrealist group itselt. OfF the many authors who wrote about
it then, the poet Cunllaume Apollinaire had the most direct tit
ey the Surrealists, As early as 1912 "I.|1-: Wlinasre had mentioned
the Primutive arts of Occania and Afnica in his poem Zine

Here e describes an ndividual who sees little value in th






Installation view ol "Exhibitem of Surrealisg Obaects” Galere Chasles Faggon, Pasis,
14 44

traditional forms of Western culture, after a day of thoughthul
searching, "vou travel home towards Auteul on oot to sleep
among yvour fetshes from Oceania and Guinea, they are
Christs of other forms, of other faiths, they are the lesser
Christs af obscure expectations ™! Apollinaire's interest in
Primitive objects and the beliets of the culwres from which
they came were confirmed in his preface wo the book Sculpteres
mégres. which was published in 1917 by the Parisian art dealer
Paul Cuillaume, and in April of the same vear, Apollinaire
wrote an article on "Fetishist Sculpture of the Black Races”
which was destined to reach a wider audience in the popular
Mercure de France

[During Surrealism's early Paris vears, the number of books
and articles devoted o Primitive culwre and are multiplied
For example, in 1919—when the Devambez Callery
organized one ol Parigs first exhibitions of Alrvican and
Olceanic art—~André Clouzot and René Level published LAt
negre el Lart octamen. This trend continued the next vear with
the appearance of the article "Opinions sur Fart negre” in the
review Action, leaturing statements by Picasso, Grig, Lipchitz,
Cocteau, and others*? The growing popularity of Primitive
art and s attendant primitivism was also reflected in the
increasing publication of Primitive material in the art maga-
zines of the late 19205 and 1930k, parncularly Documents,
Cabiers dard, La Révolition sirrdalisle and Miotanre??

While this growing mterest in the Primitive was being
demonstrated in the scholarly and literary ficlds, many mem-
bers of the Surrealist group were themselves actively collect-
ing Primitive art We have already noted that Tzara owned
African sculpture when he was in Zurich After moving to
Parss late in 1919, he continued his interest in collecting—
which was now to be shared by many of his colleagues. Two
outstanding earlv collections were those of Breton and Paul
Eluard The Surrealists’ preference tor Oceanic, American
Indian, and Eskimo art over that of Africa is retlected in the
relative numbers of abjects from each area that are listed in the
auction catalog of their combined collections when in
response to extremely hard financial times, they were otfered
for sale at the Hotel Drouot in July of 1931 Ot of a total of
112 items there were 3 from Africa, 134 trom Olceania, 124
from the Americas, 14 from Malaysia, and 7 "Divers ™ The
Hreton-Eluard sale was one of the most important Primative art
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an indication of a much-increased availability ot material, and
the variety and range of the Surrealists interests

Primitive art was also included in various exhibitions
otganized by the Surrealists themselves The hrst of these was
the opening exhibition of the Galene Surrealiste i Pans on
March 16, 1926, which featured the work of Man Ray and a
selection of Oceanic objects trom the collections of Breton,
Eluﬂrd.. L".':lulh .'!lll.'lj.{“l.lﬂ. El.l'ld LI'tI'IET!'i An:]t]‘lr:r Tk T eviEnt T:I' tl'll'i
kind was the 1936 "Exhibition of Surrealist Objects” held
berween May 22 and 29 at the gallery of Charles Ratton, the
noted Parisian Primitive art dealer Amid the incredible
melange of items displaved was a large selection of preces
trom the Primitive cultures of Oceania and America These
were placed side by side with natural objects, interpreted
objects, and objects made by Surrealist artists and poets ¥
The same pattern was followed on a larger scale when the
International Surrealist Exhibition” was organized in London
in 1936 by a group of English artists with the support of
Breton, Eluard, and Man Ray The exhibition consisted of
CFWET I:EH.IT hundrr:d palnlrngﬁ._ "v[.:l.lll'l-l'l.lr{_"ﬁ-_ al'ld I:}blt,‘(_'tﬁ |nr.'|ud-
mg dl 1E||"Hl‘_' ﬂuml}l':'l' Ui FIII':L"E" !T{:IITI Afrlca, r}'cfanra ﬂl'ld. [I"Ii:'
Americas™ Most of the objects in both exhibitions were
borrowed trom the collections of individual Surrealises

Primitive society found the answers to the questions of lite
i the spirit world and the realm of the dream The Surrealists,
i studying Primitive arts and cultures, followed a similar path
It has been recogmzed that in Primitive societies the rela-
vonship between art and the oreative process 1s closely influ-
enced by magic, a subject that provides another athnity
between the Surrealist and the Primiuve For the latter, the
magical quality of the object depends on its role as an embodi-
ment of power In Surrealist philosophy, the ability of an
object to evoke mental images and, through them, powerful
emoations is its measure of the “marvelous” Breton sought a
way by which the contempaorary artist might create forms that
would have the same degree of psychic power and associative
meaning as the objects of the Primitive artist-magician [t is,
theretore, in his role as artist that the Surrealist comes closest
to Primitive culture, for it is in art, both literary and visual,
that the Surrealist best realizes his aspirations and goals
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'f.‘fTIiJli'ltt' h"u" L1 FITITHRE |'|'|'1- ".'l.'l'lﬂ ih'.' Ht' 1t a '\-t'HI'ILI"I I.ﬂ IF THOW W ah's im
'r'r'I'I.IL']'I (£ H,'lJ'![L‘ (18] [l'l!.' ".'I.'HFIL‘I Thl"a !'lﬂ.'l"“l:_'l'l |1."L1 ]':II:J‘I.J'I ;_EU[T‘L'E'
mont's Maldoror and Breton to a state of being that invalved a
L'IIIH-'L‘I' contact .'Ind "l-[!l'l'll'll.'ll LIracsn ".\-'El.l'l tI"IL" I'I.II'I(J.l'lF'I'IL"ﬁ‘E1 ﬂ.'l‘L'-
et b :!'Il‘ 'r'n-'[ITIl!_ 1T a Manner []"-IE' I'H.JI.I'I H"-ll..rlhli.'li.[ Ly I.I'IITII'
Livg man

It 15 ot surprising [wrote Clithord Browder | that Breton developed
an early interest inoprimitive art. . and that he visited American
Indian reservations and witnessed Haan voodoo ceremonies
prowiding living prood of the survival among savages of the very state
of mmd that Surrealism would cultivate Irsofar as they had scaped
the “contamimation’ of Chrstianity, primitive societies for Breton
offered the spectacle of man in harmony with natwre, giving umn
hibited expression to the exuberant desires reprewed by Western
culture, Consequently, hope for the latter lay not i the
anthropological study of such socweties, but in the recreation of the
rmcles ol CXTIENCE It was by exen 151 this bold imiagination and
syvstematic credulity commaon to the child and the savage alike that

o recovered the lost paradise of the suereel !
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the mountain in the center of this smal! checkerboard a little
ear of corn, a ranbow around the mouth, in the verncal
striations of the ||I'|_'~u-_ the rain 1.||||I'|,-: im the valley

[he evocation of the physical enviconment of Primitive
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in many of his

['he strange and enticing scenes of wild, untrammeled
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with Massan In 1937 Hreton published
I '-'.i'll'::'l |'|- -.il'--.'||l|'-.| CROTIE |-.i,|:-|r. ||':-| WEAT IS

home thie

charmewse de serpents

el e

were (o embodiment of the marvelos

..I"\.I MY ST TacaLes '|'|||='I‘i‘!""- ;I".Il "'II'\. Naturg

|.|I'|.|_rr-;_'|_l_-:_'|_| ||1.' ='|'|||L|{'l:'l: Artince, can |,'l|:lL||.||.I

[he nature he
exalis s a tmeless one setin Clocearma and with roois deep in a
primordial past—a nature that transcends man and vet can
|-e;.-||_| |‘||||' |'|-e_"-.'- :-|'|-.| I:|'|-e |'l.|| THETS .|"|-.! "|l'|'|||!.'|rlll"|-- il |-|'|'. JEOLES -.|.|I|'-.
realities. Breton saw in these primordial and evocative natural
settings “a dream world (un pays de réoel ™ where the restr
ticsns of society were broken and where there existed a state of
natural harmony allowing man © exercise the deep, inborn
desires of the dream and the unconscios

|:I|'Il||'|- |ll|1;_ .'-"|-.i |'|I::|"||'. i -..-|.|5'\--; |_| "1'.l'|"-l. ITHENE wWith ||':|

art and life of Primitive cultures culmimated in LAt mag il



1957 A lengthy, discursive, and unfortunately ohten discon
nected book, it did not add much new mbormation to
recorded knowledge of the connection between Surrealism
and primitivism, but it did serve to demonstrate Breton's
strong Feeling tor and grasp of the many phases and types of
Primitive art as they apply o theories of magic It also
elucidated the wavs in which Breton related Primitive art
forms o the images used by the magcians, occultsts, and
alchemists of Furopean history thus establishing yet another
link between the Western and Primitive cultures

Like Breton, André Masson was involved with primitivism on
an intellectual as well as artistic level In 1943 Masson pro-
duced a panting reflecting those transcultural ties between
classical and tribal myths which, from the 19205 an, were such
a major influence on his development. Entitled The Legend of
Corm, 1943, the painting treats an lroguois Indian legend
concerning the mythical relationship between the Corn God
de<s and the Sun. Masson's source for the myth was Frazer's
Liolden Howgh* though its attraction tor him lay partly in its
almost exact duplication of the classical legend of Apollo and
Daphne, a theme he had depicted in 1933 It is sigmihcant that
Masson painted The Legenid of Corn when he was living in the
Linited States, as it the proximity w the land of the Indian
legend gave him the necessary inspiration to produce the
work, which in composition is quite similar to the earlier
painting of the classical myth*' In both pictures the move
ment is from left w right as the sun god pursues the unwilling
temale, who looks back in terror as she tlees toward the edge
of the canvas Both myths follow the same basic pattern of
desire, conflict, chase, appeal, and a transformation which
resules in the bonding of anthropemorphic entities with the
vegetal torms of either laurel or corn The appeal of both
myths tor Masson lay in their statement of the human poten
tial for p!‘l\.'hl-c;.il unity with other aspects of nature ]'hu_-j,'
imply that not only do plants and trees, earth and rocks, have
a motivating spirit whose source and power is similar to thar
prm:-au-d by man, bui that people themselves have a physical
kinship with the elements of nature and a potential for cor
poreal transformation, which the process of metamorphosis
symbolizes and reveals

The Legend of Corn s the one work most often selected to
tustrate Masson's interest in Primitive mythology There are,
however, other myths and tales from the world of Primitive
cultures with which Masson was familiar and which helped 1o
provide an impetus for his many images of human-plant
metamorphosis We need only turn to Masson's favorite
source of Primitive mythology, The Golder Bowgh, to find a
series of references dealing with the symbolic and ritualized
change of human into plant In a section entitled "Human
representations of tree-spirits,” Frazer prefaced a list of exam
ples with this statement

The representation of the tree—or vegetation—spirit by a tree
bough, or flower is sumetimes entirely dropped. while the represen
tation of him by a living person remains Inthis case the re Presen
tative characoer of the person is generally marked by |||-'---.|||;._' fm o
her v leaves or Bowers A3

We shall demanstrate the relevance of this concept for Mas

SEITE S '1'-|I|'I\. Arer Ie'lkll';_‘ et ol |'-\.l|.|:-||||'.|'| e irtant saarces tor

his images of human-plant metamorphosis. These involved
actual obiects of Primitive art and the literaure dealing with

them
Scholarship on Primitive art since the beginning of the
twentieth century has acknowledged the fact that the Primi-

teve cultures that produced magico-religious images regarded
them in a conceptual context entirely different from that
which Furope had traditionally applied to s own artisti
production In a Primitive culture, the masks, statues, and
other obijects that are part of their artistic heritage are seen not
as primarily commemaorative or aesthetic objects, but rather as
embodiments of spirit entities which, duning times o ritual
carry an enormous and immediate charge of spiritual power*”
This concept applies in a special way to the ceremonial masks
and costumes that plav such an important role in the spiritual
and arnstic lite of these socienes. During the religiows ritual,
the person who dons the mask in order to represent a specific
spivit entity loses for that tme his individual identity and
becomes the spirit isell, in the Primitive view, man thus has
the capacity to be temporanly transtormed into some other
spirit, whether of an ancestor, amimal, or tree The transfor-
mation is visual as well as psvchological. for the mask costume
usually totally alters the appearance of the ntual participant A
good example of this can be seen in the Aber costumes of the
Asmat from lrian lava, which, while hiding the figure of the
wearer, maintain enough peneral delineation of the head,
tace, and arms that this object of rattan, senmit, and other
natural marerials becomes a haunting image of the mythical
tree-person come to life
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Aondre Massom Sur [e de de Dsenn 1938 Pen and ink from .'l.-'l'plrn-l-e-.,nr- 1546

Masson's most consistent use of the image ab the
anthropomorphized tree can be found in s drawings from
the late 19305 and carly 19405, most particularly in Mythologies
of 1938, pubbished in 1946, a collection of drawings devored
to his exploration of myth In the chapter entitled
“‘Mythology of Nawre” seven out of the fifteen drawings
depict woman-tree images Sur les rives de e is a represen-
tative example, in which the volupuous bodies of the women
in the foreground alse evidence distinct arboreal feamures The
tree trunks are torsos, branches and twigs form arms and
hingers, legs and tocs, the hair is a mass of leaves Masson

achieves a true amalgam of plant and human forms by using
cach element in such an integrated, dual capacity that the
image 15 ultimately definable neither as one nor the ather

Oine could also cite the widely accepted image of Mother
MNafure as perpetuating the ancient idea that women are the
symbolic source of reproductive power in the world  Frazer
thaught this aspect of early religion so important that in his
publication of 1926, The Worshup of Nalurr, he devoted six
chapters to the examination of earth worship among cultures
ranging trom Aryvan peoples of antiguity o Alrican and
various American Indian tribes™ These chapiers included
THLAITNES LS ﬂﬂﬂ'l:d"tt"‘l l:nnt;l'rnl:ng.' tl'“.' Tl.]ll'.' l.:l'. ‘.hﬂ' it'l'l'lﬂh."
divinity who represents the earth as the mother and giver of
sustenance to all, since many ot these Primitive culoures
I'_!l:'li{"'-l'l."d tl'“," ﬂ:ﬂ.fth Ty I.-H: 1.11[_" [.'I::r:llril| |'.'1':|.T|1.'|."|1. ITY th‘[" COntenga-
tion of the lite evcle In one illustration of this point Frazer
fll.l[]l“.'d i Fll'.HTlﬂrY SOLITCE A ';a'l.-'1:|'ti_: I:|"|a1. II1.I'|'|‘.' |rt[ji..1r:|h E,”I'l"ﬁl.dﬂ"r
rl"l’:' l:::lrl.'|"| L rhl:‘lr unl'n:r:r'-:a1 mﬂl'l'“.'l' T!'H.'."!.l' Ijt.'l.“."'-'ﬂ: t]‘la: thl'."!pr
were created within its bosom, where for a long time they had
their abode, before they came to live on its surface ™

TI'H: strung I}l;,'!".'l- n | ﬁllhtﬂlnlng I:Erll'l. m“[l‘lt’f EllTl”I'lH
Primitive cultures throughout the world was noted by bath
Fraz::r aﬁd EE'-'}’-Hml'Il ."ﬂ-‘,l.hl.un Hd.upt\'.ﬂ.‘l thl"l ancient nnd
Primitive concept of woman as idol with her promise of
eternal fertility, utilizing it as one of the central elements of his
symbolic representations. Masson's use of this theme 15 found
m many works, one of the most etfective of which is The Earth
of 1939, in which sand was mixed with the paint The hgure of
the woman representing the carth is clearly recogmizable Her
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large breasts in the upper hall of the canvas are balanced by
the exposed gemitabia, emphasized by a circular area of darkes
colored sand The nght arm of the hpure reaches over the
torso and with a curiously clawlike hand squeezes milk trom
the lett breast—an additional symbol of her lite-giving capac
ities Masson's use ol a natwral element such as sand as the
medium af his techmcal process evokes the underlying idea of
woman as an embodiment of the earth itsell a concept also
trequently tound in Primitve beliets 4

Ihroughout the long vears of his awareness ot Primitive
art. Masson had alwavs been able o maintain a certain intel-
lectual detachment and objective honesty about the culwral
and aesthetic qualities for which he felt such a creative attrac-
tion He has acknowledged that a gap will always exist
between Western man's appreciation of the Promitive arts and
his ability to decipher and comprehend them in the ways they
are understood by the culiures that pri uced them™ In Le
Plaisir de peindre Masson warned aganst the dangers of "com
paring a work painted in Paris to the work of a native of the
Mew Hebrides with whom
the area of art, metaphysics. or way of life ™% It 15 because of

Whe !'I.'L".'t' nut|1|n-,: Im COTTRMC 1T

such factors that Western man, while able to appreciate the
plastic values and. to some extent, the expressive intent of
Primitive art, cannot hope to grasp all the inherent, deeply
intuitive, and emotional meanings that operate on the planes
of magic and the spiritzal However, this very strangeness and
ambiguity may well be one ol the principal attractions that
these art forms have for Western society

he Surrealists’ predilection for the arts of Cleeanic cultures
above those of Africa has already been mentioned Comment-
ing on the emergence of Oceanic art in Paris during the 1920¢,
Masson asserted that the Surrealists’ interest in it was aesthetic
rather than anthropological, that they "discovered this art tor
the artists, not for the ethnographers but for the world of
culture " In the process of defining exactly what constituted
the aesthetic attraction of Oceanic art, Masson acknowledezed
the vastness of the territories and the divergence of the
cultural groups that inhabit them, mentioning not only gen-
eral island clusters such as Polynesia but also New Zealand
MNew Cuinea, the Marguesas, the Bismarck Archipelago, and
Australia®™ Bt while recogmizing therr diversity, he also
identibied a sevlistic imperative that charactenized many types
il Oceanic art and differentiated them from the major Adrican
forms As an illustration of hes observation Masson cited the
anthropomorphsc sculptures made by the Maorn of MNew
Zealand, which he found particularly effective because of “the

entangling of the boady—ithe visceral coalescence that 15 not

tound in African ary™!

As 15 the case with most artists whao borrow forms or themes
from Primitivie sources, there are few one-to-one visual rela-
tionships between Masson's work and any specific example of
Primitive art Bather, the process of his incorporation of tribal
torms or -I'.,'1|;_- nLo nis WA OeUvre s .u].ﬂh_.g;:.[h Lk ‘.E||_'
phenomenon of learming the vocabulary of a new |;|r'|j_'|_|._|!_l|_'
but wsing its words or images within a personal syntacrical
The indirect effects of Primitive influence can be
seen in Massons work from the 1930s and 19405 including s

MU LITE!

three important books of drovwings-—Myitbologies, Adnloniy ol
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In 1935 Masson produced two paintings thar are wvisual
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surmmations of his philosophy of cosmie urmity, The Landscape
af Wonders and Diawn at Mantserral. In these works, earth, air
fire, and water are represented in a cataclysmic landscape
animated by a furnous, elemental sense of movement  Astral
bodies whirl and spin through the skies while the earth rends
isedf with a volcanmic eruption signaling a moment of creation
The sense of penesis in Dawn al Montserrat s also a testimony
to Massons invobvement with primitivism and represents one
o s few direct borrowaings from specihe works of Primitive
art Set in the landscape are images of the enigmatic stone
fhres of Easter lsland, which Masson knew both from pubs
lications and from the example that 5 sull on display at the
Musee de I'Homme in Panis 1t s appropriate that he chose this
most famous and inexplicable twpe of large-scale Polynesian
soulpture w act as silent withess in his primal landscape, for
these hpures, placed as they are in reality on the island 5 slopes
averlooking the Pacitic, are imbued with a sense of nmeless
mvstery In Dawn gl Monlserral these miant Primitive fipures
|-e'|:'“||-:'~.-: it |1|_.-||_||'||I'. iy 1k '.-.'.|-..||'-|_| as% il '-.-.|:| Fat |'|||||'| A ke ||
element and a consciows observer of the waorlds -|'-=1|I_|_|.l.!
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['he power to create hallucinations i< the power to exalt existence. i

can be angued this constituees a formy of madness, but | think that
Max Ernst accepts this as part of the task of theartist In this sense
Max Ernst is a primitive man, even il he doesn't live in a primitive
SOOI i1

| his statement by Matta characrerizes the way many of Max
Ernst's fellow Surrealists have associated him with the men
tality of Primitive societies and with its art-making processes
Ernats long and active career, which began betore World W
| and continued until his death in 1976, was marked by a deep
imtellectual and aesthetic interest in the Primitive While a
student of psvchology and philosophy at the University of
Bonn trom 1902 unti] 1914, he combined his reading of
authors such as Hepel, MNietzsche, and Freud with Frazer | The
Ceolden Bouagh) and with that of the Cerman ethnographes
Wilhelm Wundt®™ Ernsts mvolvement with ethnology con
tinued through his university vears and bevond as he added
the studies by Lévy-Bruhl Claude Lévi-Strauss, later a good
triend, and others to his store of ke “.'."lr.'-'.!g-:.' of the subject He
also began early on to visit the many excellent collections of
tribal art accessible to him i the Cerman ethnographic
museums and began reading books on the subject What he
learned about Primitive cultures wias a major influence on him
and its effects can be clearly seen both in his writings and his
art Roland Penrose has shown that as early as 1921 Emst used
the image of an Atrican corn bin he lound in an English
nthropological journal as the model for his Elephant of the
Celebes 5 Two years later he again turned 1o an anthropological
aorce lor the image of the tattooed hgure in his La Belle

biedimere, which 15 clearly based on studies of Marguesan

[T inal ,||_|-|-|'|11: i

Coorn bén Kombambwa, Chana or loges Pablished in Boland Pesirose, A

Celehey. 1973

As one of the founding members of the Surrealist move
ment, Ernst developed a complex seli-image which he
described succinctly in his most Famous essay, Beyond Pamimg
first published in 1936 Beyond Pamting 15 divided imo three
main sections, the third of which, entitled "lnstantaneous
Identity” presents Ernsts most telling descriptions of his
appropriation of the Primitive world view

Like Breton and Masson, and in commuon with their prede
cessors back o Gauguin, Ernst felt that the Surrealist artist
must regain the mythic, spiritual harmony with pature that
was lost in the development of Christianity, Western
rationalism. and technology Mature i all ity forms became
the central motif of his work, and it was in relation o his
feelings about nature that he defined his nes w the Prinntive
In “Instantaneous Identity” he wrote of himselt in the third
pPETSOn a5 I il fonws

H':.'J.:.:lldlrll_' "nature hor -e"-..||1||l|-e' ane may diseern in him two
attitudes, in appearance icrcconcilable that of the god Pan and the
man Papou who possesses all the mysteries and realizes the playiul
pleasure in his union with-her
nymph Echo they sav) and that of a conscious and organized

Prometheus, thief of fire who, guided by thought, persecutes hier

He marres nature kv LTSLEEE tha

with an |r".r\-|;u_.'||'-|{ hatred amd prossly injures ber " This monster 1=
|1|-c;.':x|_'|_| PRalLt |'\-'.' ‘.|'~|' .|||Il|'-:|-.‘|l.'h inl I|I-:' |.l|1-.|~l..1|.‘ll.' l|1"'. repcat "'."-l.l sl

teasing litehe vl adds “He is @ brain and a vegetable a the same

time,

Frast detined the st hall of his dual relationship with
‘nature iR terms of two hgures w o TEpTesent the traditions ol
classical myvthology and of Prinmtive man, for like Masson
Ernst percetved both as sources of inspiranon and identifica
tion His Fascination with I':'l'n.'ll‘-lll-:l;-_“-.' stemmed from a recog




nition of the West's urgent need for a new and relevant system
of beliets, a point he emphasized when, atter describing the
cultural influences on his childhood, he expressed the hope
that “one dav some elements of a new mythology will spring
out of this drama "™

Pan is a classical Arcadian god of torests and shepherds, a
many-taceted and complex Agure whose physical attributes
mark him as a combination of man and anmimal, who was
moreover, held to possess the power of inspiration and proph:-
esy When Ernst also wdentihed bimself with "Papou,” as a
complement to the god Pan, he was using the French word for
“Papuan " The art of the Papuan Culf region had been one of
his Favorite styles *® and "the man Papou” is clearly intended 1o
represent tribal man in general Ernst saw him as living ina
harmonious relationship with nature and keeping intact the
mythic structures that establish and detine this relationship
Thus, the
“possesses all the mysteries and realizes the playtal pleasure in
his urion with her (He marries nature, he pursues the nymph
Echo they say)™® The Primitive aspect that bErnst saw in
himself, then, not only enabled him to live in harmony with
nature, but helped him explore all her mysteries and appropri
ate the secrets of her creative powers

In both classical and tribal mythology, animals and their
anthropomorphized variants appear as symbols of both the
spiritual forces of nature and man's mystical relationship to
these forces. These types of images appear throughout Max
Ernst’s oauvre—a bizarre menagerie of insects, fish, animals,
and fantastic hybrids that constitute his personal bestiary

II-Cll.'lLIi.‘lﬂ ;1=1r.|.i|::|t. |.|'1l.' dﬂ.’lh' III-:'II'I- in '|F'Iql|. hL’ LLE

The bird, however, s by tar his tavorite and most frequently
represented creature, and in his intimate association with birds
we find Ernst's most stenificant assoCiation with the Primitive

In 1948 Ernst wrote an autobiographical fantasy, which
begins by characterizing his barth in avian terms “The 2nd ol
April (1891] at 945 am Max Ernst had his first contact wath
the sensihle world, when he came out ol the epe which his
mother had laid in an cagle’s nest and which the bird had
brooded over for seven yvears "™ Birds continued to be vital
swvmbols in his childhood. In the same document he described
the death of his pet bird, whose corpse he tound the next
maorning at the very moment his father announced the birth of
a new sister “The perturbation” Ernst recalled “was so enor
moss that he fammted

In his imagination he connected both events and charped the baby
with extinction of the bird's life. A serics of mystical crises. hts of
hystena, exaltations, and depressions followed A dangerous con-
fusion between birds and humans became encrusted m bis mind and
asserted el m his .,!r.n.l.'lrl!_"-. anid paintings and even later Max

identified himself volunearily with I--:ll'-l1..l|'l the Siifer rar |.'r the Birds !

As Ernst’s triend and biographer Patrick Waldberg under-
stood, the bird had become his “totem ™ What Ernst
recounted is indeed a classic example of the twotemic rela-
tionship discussed by Frazer, Wundt, and Lévy-Bruhl, among
others as one of the fundamental elements of Primitive
aulmre But perhaps the most intluential source that Ernst had
read on the subject was Freud's 1913 Totem and Taboa, a title that
Ernst himself adopted tor a 1941 painting in which bird and
temale forms appear against a background reminiscent of
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clustered Morthwest Coast totem |'-|||-:'~. In Freuds exes there

wiere descriptions of the totemic |l_'|.\.||_||""|'\-\.||||'l that exactly
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Cedipus comples throueh the totemsm of Primstive cultures
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From both biopraphical sources and Ermst s own switings 1t is
ir that he had very strong ( .|:,'|_|||'|.|| attitudes despising his

! f
father ot sustaininge close emotional ties with s mothe

i mpk b express these le |||'.__--- artestically i the heht ol
retad Feories fesulted m one al his most NP painl
Chedipaes Rex, of 1920 swhach also marked his first major

use of the toteri Tberes 1l l||-; |-.||..i'

hary P 5'--|||||'- Fronst's last mawor work prior to b

|.|'_|'|

taking up residence in Paris in the summer of has a
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ared brick wall 1he hnEers biosld a very laree [t tially P
nut. similar in shape o a walout which is Py d by an arrow
I he thumb and forchmeer of the band are also prerced, in e
case by two halves of o mechamical instrument which, becaus:
af the string that connects the ends, looks much like a bow
Finally the ensemble s completed by a torm emersine rom
behind the not and pressimg agiinst ihe Hesh of the lorefinger
a Torm whas B il :h I 1% PR sl o soarme sort of srrail

heeell |'u.|||.||'- thie end of a laree screw |The settine consists
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cnly ol the uncluttered :.':-"||-|| |'5.|ll:' the blank wall and

vincliow: clear sky and a distant balloon




Rasing our interpretation on Freeds wxt and Ernsts auto
biographical account, we might identity the twao birds as the
artists parents—the smaller confined or “imprisoned” one
with the more graceful head and tfeminine eve symbolizing his
111|'|1=1|_"r .':nd 1|||_' |,|r|._5¢_'| F|11| |1-|_1| e |"|I*- l.‘|1|1|'! ‘”h' |‘-.l|!||.'|||".'
apened nutshell suggests the female sex, just as the arrow that
pierces it is an obvious phallic svmbol The thumb and fore
inger that hold the nut are also prerced by 2 metal implement
and a hornlike object, which are joined by a taut string
creating a bow form to complement the arrow and thereby
establishing a relationship between this set of krms and the
similar arrangement of the male birds horns. As the binds
represent the otem, the picrced hand and nutshell stand tor
the desires and restrictions of the taboo®® Thus, in COledipus
Rex Ernst utilizes Freud's theories of the relationship between
the Oedipus complex and totemism to create a very personal
expression of his own mingled teelings about s parents and
sense of totemic identification with the bird This interpreta
tion is also borne out by his 1934 collage novel Une Semame de
bonté, in which Ernst used bird- headed humans as the central
image tor the Wednesday series that 15 devoted w Oedipus
The example here shows two ol the bird-headed creatures
above which a large hand holding a sharp implement can be
seen coming through an open window-
the (dedipus Rex painting done twelve vears earlier

Ernsts famous frottage series, Histomre Maturelle of 1925
imcluded tour images whose subjects are large centrally placed
birds The most striking of these, The Cirigin of the Pendilum (p
560, bears a close resemblance to depictions of birds with
outstretched wings often lound in North American Indian art
His inspiration for this torm could have been any of the many
pamnted thunderbird images trom either the Morthwest Coast
tribes or those of the Plains Indians. A beautihul example of the
latter type is a Sioux warriors shield (p. 560) whose energized

ul L'-lll'L".J reference o

lines of power emanating trom the bird s wings are very close
to Ernst s composition and to the two tree forms with wavy
grain patterns that stand behind his similarly posed bird |'he
comparison is particularly relevant for bErnst because the
shield served as a form of personal totem for the Plains
WIAETIOT

Erasts 1927 series of monuments o birds led toa new avian
image based both on his personal identibcation with birds and
on the childhood contlation of it he had expericnced on the
death of his pet bird and the birth of his sister | he result, the
‘dangerous conhesion between birds and humans” about which
he had spoken, is manifest in Afier L. Motherhood (p 357
where the birds wings and tail take on the appearance of
human arms and legs The central imaze is that of a seated
anthrapomorphic bird clutching a smaller bird to its breast
suggestive both of Ernst’s metaphorical birth from an egge in
the eaple’s nest and the birth of the baby sister whose adveni
he associated with the extinction of the pet bird's lite

In Max Ernst Loplap, Werner Smes presented a valuable
account of the artist's comphicated association with bird imag
ery However an addivonal mtrigumg visual source for Ernst's
anthropomaorphic birds can be tound in the art of the Polvne
sian culture of Easter Island, which had a sienificant influence
on many aspects of his work  Indeed  the measure of the
esteem in wlich Easter lsland was held by the Surrealists car
||-e 1 -:_f,-_'-: |_1 ||'-.' ‘I'Il' ||l PR R el el L | I|'-'- A Lgk" |-|_5r||_| 119 I|'|- "'||_.1||_ |||-.:

Map of the World ™ published in Vares 120 (p 5561 Sinc

its discovery by a Dutch expedition on Laster day, 1722
Easter lsland and its art have been a source of great fascination
for Western scholars. collectors, and artists The libliography
an the sland and its culture s extensive and includes at least
sixty-five items that appeared between PRI and 19277 Max
1 s was in'p.a'.i'..: .gttr.].,‘.ur.l h-'. |]'|.|_' E ASTCT lslanid |.LI||l.Ir|' and as
it will be seen, s art provided a source tor much of s

IIMEEEry 1 Varlous redims ™"

L oedlape broam Line Sesainr banté 1934 Fiourth book  Wednesdm
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Melax  Ernst

Element B L edipnis

The principal deity of Easter lsland was a god named
Makedake, who was represented by Rgures that have bath
MakeMake was
associated with the sooty tern. a seabird which, along with its

avian and human charactersstics (p. 556
erws was a major source of food for the islanders. Each spring
the man who swam out to their nesting places on the small
(Eh o l 1'\.| ||'-|,|- jast ol w.-!|||1-'_' .||'|,| |||*.-||:_|'|'. bhack '.|'|l: SEEEsn 5 Fhrsl
CERT WS ||_',-_'.||.!|_'-.| s the reincarnanion of the god 1AM

tant ceremonial role he held for one vear ™ lmazes ol
Sakebdake were carved in and on

Along with the tamous gant hgures and

stone and wood as well as

|_'|.||||l_:_'|_| O SLone

heads of stone they were the most widely popularized art
K

il s frosm rhat ¢ |||!_|||| Itis FI e these imagres E!I.Il o I'|'|-_|

the principal visual source for Ernsts anthropomarphic birds

Ernsts hrst adaptation of the Easter lsland avian forms can
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i Afler L, Medbedoed 1927 O ancaneas, §5% x 454

14l &1 5 114 5% cm

birds in his Monument to the Birds sernies, which bear a strong
resemblance to the carved woaod dorsal ornaments represent
[he full seg
mented body as well as the features of the head, eve, and beak
I

(alf BN

Ing »-r11||.1r |'I'T'.|- Iriim !.l-u'.l."l |-!."|'.'I-L:. rauc |l'.'||.

LCulpture 1% l.'l.l"l L l.j 1 |.|'I". LW main .:"'I”.‘I"- :i"l:ll Li' Mminate
the |_!r;_-'r Lt paintimg ol Ernst's series n. 558 His -||'.‘.*'|r|||"-||
morphic bird images appeared soon after and are hully recog
mizable in Alfer Lls. Motberbood whose individual teatures and
._.-|-|',:-'--.:Il-.|'|.|| I!'!..|"I||I"\-|:II|,| closely recall the groups of simmilar
arved and |;.|'r|||_-'_[ o the rocks of Urongo on Easter
554
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|..|_|||..\| (] 4] 354

oursbsarmmbune Morddean-Wesstalen Disseldort

One ol the most interesting phases in Ernst's use ot the
I Metuire al

L I'I'II.I |'|" .!l.l': d |'l|. man is shown in

anthropomorphized bird ocourred in the 19305

Diawm of 1936 (p. 559
profile bending forward at the waist in a jungle setting, with
large arms bent at the elbow and oversized

hands™

st ||!.'."-'|:'

[ his pursbLre and baods IypE] was used tor mam

paintings and i clearly related to the anthropomorphic bird

mages From Laster |-f..-|;,', SL1K || as shown i :,'||':l I-.-:".||'-h- il
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carvings on the rocks |||_;||||,I-|:-._| in Paris just one vear bet
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Max Uenst M fo e Hhings 1927 00l an carvan, G470 ST (1625 1 30 2 cm) Privare colleciiam

cult was the tinding and bringing back of the brst tern's egge of
the new season. A tascinating specimen illustrating this theme
it an egp-shaped stone (p 280 on which is engraved and
painted the tamiliar crouched fgure of the bird-headed god
holding another eggr in his hand The stone was discovered in
1914 and first published and illustrated in 1919 in a book about
Easter Island that was available to Ernst in either Germany or
Farpsr | |:;l.'|:ll'|'1||'|§_' in YT Ermst |:-|||-.Lt|_||_-;'|_‘| A SEries Oof ],||'|_-:-
cgi-shaped compositions hlled with round, stvhized birds and
inthrapomorphic bird foures. which are qguite close to the
Easter Island AT ¥ E ||'|-;'|'| o b e [ rrsl painted a seties ol

firhit works sharine the ticle [he fiterior ol Sighi The Eaa i
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each of which reawred a large egg-shaped oval held
hlled with a varety of curvilinear bird forms. Ernst added a
turther Easter lsland reference in four of the series by placing
one or two smaller eggs in or around the birds' mouths (p
5601 Ernst again drew upon this Easter lsland object in 1934
when he carved and painted a group ol pranite river-stone
sculptures during a summer spent with Alberto Ciacometti in
Maloja, Switzerland While several of these oval stones are
decorated with abstracted birds, the sculpture entitled hal
o LA | 3G

1% |i'|.' ! |' o I rast came 1o re-crealing |1|l' Exacl

sradelschies Beinsrinstimin, B

fin Ml

i
(L ITEY

farmis of the Baster lsland imaee torin the w.!'l.||,l-;_' and propor
tions of the epelike stone and the single bird-human bgure the

fwr obiects are almost identical Ernst avoided a direct imita

tion by omitting the bent leg and foot and by substinuting a

certain details ot the

ar the e Bue while

mage have been altered

small bird torm
the twao x-_|_|i|'\-!.|r-:'-- have cliost

afFmities in ,||| the mmost o x-.|,'|';:.|| features ol horm .."u\E- Sl
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art on Ernst's work appears in the 1934 collage novel U

Semanse de bonté. The novel is orgamzed into sections re [AICHETER

1TRRS |.|'I'Z.'L|.I'N~"'| :.ll'l.' '-'.!'I.L. .].!'I'.Il‘ul.l.l'.' 'r|.|~ L '.||'='|'|'|-"~ ||"l ISt Ol

which 15 entitled “Le Rire du con featurimge rooster heads
attached to mens bodwes similar to the Easter Island bard
human forms  The second theme s "Llle de Pagues (Eastes
[sland), a section contaiming mine collages whose central

hipures are heted with heads of the tvpe tor which Easter lsland

i= famous - Reproductions of these monumental stone scul

| published i many sowirces wl actual

LLres p. 2l WHETE

- :
-:'w-c||1||~||_'- WETE 11 |1|:|'.||- museurmns such as the one that lae
sbisee e VHomme) i Har
I
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frequently in the series. as. tor example in the oo
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Ll Max Frnst The Ul af e Produdem 1935 Froctage and pencil, 0604 = 100

Tx 36 cm) Cahinet dey Fsrammes de Serashoure

abstract anthropomorphic heads were inspired by the very
citnilar forms of Easter lsland clubs, some of them with almast
human heads which are of the same proportions and some
times rather similar heights (p 564

That Ernst continued 1o iind Easter Island imagery stimulat
ing is witnessed by his illusirated book Maxmmdliana published
in 1964 (p 565)77 This is a compilation of etchings, collages
calligraphy, with minimal text, dedicated to the lite ol
Wilhelm Leberecht Temple (1821—-89), an amateur astronomer
who discovered a previously unknown asteroid which he
named Maximibana A large proportion of Ernst’s book con
sists of a strange form of picture-writing which the artist
developed for this publication This marvelous but mean
imgless cursive seript was derived from an equally interesting

form of Easter lsland picturc-writing that was engraved on
wooden plagques (p 189 While Ernst's torms are less precise
than the Primitive pictographs, they share a similar style in
the drawing and lincar arrangement

We have already noted that in Beyvond Pammting Ernst
i 14 LI"I".'.'ll_':_!,:_'l_l‘l II_II_'I"'II’-'--\..Ir_I-CII' '.'.'I[!I | "~'.-:_'|.|l||_'x|:|-'| t]:_{'._||'|||_
culture, thar of the Papuan Cauli region ol Mew Cainea By the
carly 19605 his collection ol s |,.'|i:I,-._|||_' frodm this area Bad
f '{|'-.."|::!l'-:_f LA g |'.|:_f|_ OWVET DwWeEniy-Ive -;__~..|_|'|'||'-!.|_'x 1 Maprity onl
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blax Fener Collage trom Lise Semaine de banig 1934 Fifth book Element Darkness
Example Easter lsland

carved in shallow reliel and pamted In an example from
Ernst's collection (p 565) we can see that these hgures are
marked by a strongly expressed outline and by interior linear
detailing that schemaucally delineates tacial teamures, bones,
ribs, and internal organs.

Such Papuan Cull hgures, which held a particularly strong
artraction for Ernst as a collector, seem also to have served as a
generalized source for almost fitty hgure paintings that he
produced in 1927, including the series entitled The Horde
Typical examples from this series (p. 566) have hgural outlines
and interior linear patterns obtained through "grattape " Like
the Papuan hgures, the hpures in Ernsts Hordes are frontally
arented and exhibit a similar variety of poses and head and
body shapes Their clear outlines and system of interion
delineation have direct visual atfinities to the Papuan artist’s
use of line to ndicate details of anatomy Erpst also used heavs
overpainting which lessens the effect of the automatic line but
emphasizes the eect of shallow reliet that is equally charac
teristic ©f the Papuan bas-reliet figures In all the Horde
paintings, however, Ernst sought 1o caprure the mysterious
and frightening quabity of the Papuan images. utilizing their
wraithlike, attenuated. and dismembered forms to create his
own similarly haunting and menacing phantoms

by MNorth
American Indians. which he frst encountered as a child in the

||I'-L' CTH I L TS |.l|r|l|"L'.J||"1 |r|1--'. Wik |.L‘\.I.II'I.'!'II.'IZ|

Fheadl Faster sland Stoe Pablidhed ||1""\-!|'|,||'\.-c'||l: haciver, L e de Figaes & 10 mopbies
1935

immensely popular novels of Karl May. Although Ernst subse-
quently utilized native American imagery from the Plains and
the MNorthwest Coast, his greatest interest was in that of the
Hopi and Zuni of the Southwest. Breton was the first to relate
Ernst's work to these Pueblo deities when he referred to the
“dolls of New Mexico in his 1927 essay on Ernst. the Kachina
"dolls’ ot the Hopi and Luni Indians These small-scale
painted wood carvings of deities are actually children's
instructional objects representing the over 200 Kachinas, or
supernatural beings, in the Hopi and Zumi religious firma-
ment T hey are carved in the likeness of Kachina dancers: the
specihc costumes identibving individual Kachina spirits as
they appear in the structured cvele of ceremonial dances held
during eight months of the year

Atter emigrating to America in 1941, Ernst was< able w
assemble a large collecuion of Kachina higures, many of which
are visible in a photograph of the artist taken by lames Fhrall
b |E'|-1.' In N1_"‘n' York in St 2 L S
Hopi and Zuni material may also have plaved an inspirational
role in the sculprures created in 1944 The major picce, The

] h|~. e ,,I(_I_I!_'H'\-I.l"‘ltll vl

i‘-...'rlnj ||'i.|".'|rI|J ||'.'!i' ihap I Niren & 568 % an image Feterring o
chess, the subject of an exhibition at the lulien Levy Gallery
The main figures rectangular head, surmounted by a pair of
curving horns, resembles conhpurations exemplibed by the
Zuni Bubralo Kaching thar Ernst holds in the Saoby photograph
p 56% P course, Ermst continued to be interested in other
torms of tribal art in this period, and the same work shows an
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atfinity, as Rubin has pointed out, to anthropomorphic Moss:
whistles From Adrica p 5691 Other interesting athnities ol
his work to African art can be clearly seen in bis Worian f [omrs
of 1960 (p. 567 and rypical Ashanti terra-cotta heads, as well
asIn the intripuing comparison of his painting Head of a Man
1947 (p. 570), and a similarly abstract Kono mask (p 571
made by the Bambara of Mali, another example of which was
in his collection

Following his marriage to the painter Dorothea lanning in
1946, Ernst bought property in the wown of Sedona, Arizona
where he and Dorothea lived until 1953 in a house they built
themselves While Ernst had traveled in the Southwest
betore ™ this was the first time he had actually lived in close
proximity to the Indians he so admired "The Indians
remarked John Russell, “were one of the things that most
attracted Max Ernst to Arizona ~ The tenacity of the Hopi
Indians in keeping to their ancient customs and refusing to be
corrupted by money was one of the grandest things that Max
Ernst found in Arizona™® Waldberg, too, emphasized the
importance of Ernst's move to Arizona, noting that Ernsts art
like thar of the Hopi, Mavaho, and Apache Indians who were
his neighbors for more than ten yvears, is neither realistic nor
abstract, but emblematic

With few exceptions, he never tied o capruere the appearance of

the human being (nor, for that matter, ol !|||"|_.-- ||'-|':“.-;_'|‘-*..". his

ubs Bew Caledonla ‘Wood, 3 BE el aid 35" (63T eml gl Muisse di



work, man is represented by some cubstitute, either an imaginary
boim, o & [FTREL A |.|-.|.|..|||'|.' }'-'.' A |!1|r|.‘| |:-l.:|! CHEErh, Tk |‘11 A 5L i'lt'rtl.'l”:'l."'l.l
figure whose head mav be a rectangle, a triangle or a disk. 1n a similar
manner, the Indians use sample geometnic forms in ther pamtings,
figurines and masks. Here the head may be a circle, there a souare
and elsewhere a I|:l:.'||1;.:|1' while the ormamental motifs sur |-.||||1-.2|1r1g
it—auiadrille patterns, wavy lines and paralle]l bands—may symi-
bolize the sea, the clouds, the davs or the seasons  Thus torms do
not represent appearances, but ideas ™

While Ernst created many horned persomnages during the
19405 that reveal the influence of Kachinas, their full eHect on
his imagery can be seen best in Capricorn of 1948 his most
imposing sculprure (p 572)
horned fpure holding a stalf in his right hand, a hsh-tailed
creature in his lett, and an amimal on his lap At his side is an
armless female whose joined leps are covered with the scale-
like pattern of a hsh Lucy Lippard has called thes group "a
‘tamily portrait’ of Ernst, his wife Dorothea, and their two
long-haired Tibetan dogs. It 15 in essence a puardian
group, with the barbaric dignity intrinsic o this role"™
Lippard also pointed out that the ancient symbaol of Capricorn
was associated with metamorphosizs and rebirth, Primitive
beliets that reflected Ernst's sentiments about his new life in
the Arizona environment The horned mask of the seated
hgure 15 clearly related to Kachinas like the large example
standing at the left foreground of the photograph of Ernst
with his Kachina collection (p 566! The headdress of the
female form in Capricorn is also related w Kachinas, specifi-
cally to single-horned tvpes such as the Zuni Eain Priest of the
MNorth The heads of the two small animals also echo Kachina
torms, and given Lippards interpretation of them as the
Ernsts two dogs, it should be noted that one of the latter was
actually named Kachina ™ Kachinas also frequently hold la e

Capricorn consists of a seated

faLl pocEns mddsT ol kT  EPREIRE (iR D e bR gF

AAEHT SRk PRRIHAI® HELET IRTTRIATIS BML Eiw TrEAMEIN 10D

1#d Mew

Tiork Pubdic

i

LiErar

stafts in thewr hands, and in the Hopi culture a statf is often the
representation of spiritual power and authority™ Thus the
pesture of Capricorns main hgure presents vet another instance
of Ernst's art reflecting a favorite Primitive culture, the Pueblo
Indians

Ernst's sculprure, like some of his earhier paintings, is also
indebted to the totem images of the Northwest Coast peo
ples, whose art he was able to purchase from sources in New
York such as Julius Carlebach and the Heve Foundation (p
572), which attorded exciting collecting opportunities that
were not available in Europe The most direct example of this
is The Spiril of the Bastille of 1960 ip. 573), in which the artist
employed the type of standing bird hgure in accordance with
the Northwest Coast usage, that 15, perched on the top of a
tall pole. This can be seen in a Tlingit totem pole (p 573
whose summit higure of a bird with outstretched wings
provides clear evidence of Ernst's model Ernst also actually
ncorporated Western images of Plains Indians into his carly
collage novel La Femme 100 Tétes of 1929 (p 572), where he used
engravings of Sun Dance participants in a manner that paral-
lels his absorption of Easter Island heads into the collages of
Line Semame de bonte

(M course, Ernst’s sculptures reveal the influence of ather
tribal cultures as well A form he used commonly in works
from the 1940s through the 19605 is characterized by a round
head with round eves and mouth, found in Meowmad of 1944
and many examples, such as Head, from the Miniature Mask
series of 1939 (p. 574) These elegantly abstracted faces are
close 1o Eskimo "finger” masks of the same form as well as to a
small Eskimo bone maskette that was part of Ernst's private
collection (p 574) Another work from this period with
striking athnities to Eskimo art is Ernst's Gay Dogs of 1958 (p
574), which, as Rubin has noticed, is quite similar o the
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Max Ermst The Horde 1927 Ol on canvas, 185 200
Or Hermry Boland Wok e I ||a,l|.||'-_!

Eskimo mask seen at the far right in a photograph of Breton's
collection o] 57H)

In his biography of Ernst, Waldberg described the artist as
a shaman, “invocator of hidden spirits. agent of heavy

M1 The shaman has been a subject of great scholarly

\t_{l-q_'h
interest since the 18805, and specihcally a great deal of intor

mation was published in German and French during the first
three decades of this century™ Léwve-Bruhl for example,
mentioned shamans as examples of Primitive clarvovance

as interpreters of dreams®™ and as embodiments of super

natural powers®® while Frazer in his Golden Bough related
anecdotes that also reveal the shaman o be a magical image

maker who carves human hgurines®™ In an interview with
the author, Ernst acknowledged his longtime interest in
shamanism and his familiarity with its literature, which was
summarized in Eliades great study published in 195157 Egsen-
tially the shaman 15 a healer and seer able to act eftectively
because of his ability to communicate with elements of the

spirit world The intiatory requirements for the shaman spec-
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biographical statements  Eliade writes

However selected. a-shaman s not recopmized as such until atter he
has r'.'\.-e'l'-r-e'-:_l rwa kinds of II.'.'II.';.'Ilr'l:_' I ecstatic (dreams, tramsces
etc | and (2] traditional (shamanic techniques, names and functions
of the spirits, mythology and penealogy of the ¢ lan, secret language
et ), This twobold course of instruction, given by the spirits and the
old master shamans s |.'I'|u|'.'.|.||'|'|1 o an imiciatiom™®

As cited earlier, in the opening lines of his autobiographical
statement Ernst wrote "The 2nd of April (1891) at 945 am
Max Ernst had his first contact with the sensible world, when
he came out of the ege which his mother had laid in an eagle’s
nest and which the bird had brooded over tor seven yvears ™%
This concept of a human born from an egg hatched by a bird
can be found throughout shamanic literature As Eliade
claimed Y% may also note the motit of the ANt hird that
hatches shamans in the branches of the World Tree; it has
wide application in North Asian mythologies, especially in
shamanic mythology™ Ernst's naming the cagle as the bird
that hatched his egg is another important indication ot his
identification with the shaman Eliade stated

We must also consider the mvthological relanions that exist between

the eagle and the shaman The eagle, it will be remembered. s held

Heagd Asande Chana  lerm-comea, 19997 (49 5 cm) lagh Frvate adlection

tix b the father of the first shaman |'l].1l.'h a considerable role in the
mythical
complex that includes the World Tree and the shamans ecstatic
joarney !

chaman's imtiation. and  fnally s ar the center of a

Ernst also alluded to shamanism by his use ot the number
seven to denote the vears the eagle brooded on the nest trom
which he was born, seven being a significant tactor in many
shamanic rites™

Ihe autabic rj-.!l'ETll"l".' continued 1o recount the most impor
tant events of BErosts childhood as he described his
contact with hallucination BMeasles

hirst
d TeVEr-vIsIOn pro-
voked by an imitation-mahogany panel opposite his bed, the
prooves of the wood taking successively the aspect of an eve, a
nose, a bird's head, a menacing sghtigale, a spinning top and so
on™ In his study of shamanic initiation, Eliade wrote that
"usually sickness. dreams, and ecstasies in themselves consti
tute an mitiation, that is. they transtorm the protane
pre-choce individual into a techmoan of the sacred ™ In
fact, it attacks

and hallucinations that determine a shaman'’s career in

was his =-I.'*~|-:'1'H::|‘.I||:I'-. to such sickness
dreams
avery short time ™ [ s signihcant that Ernst s hrst hallocimat
ing experience mvilved the ability, commaon to both shamans
and artists, w perceive ordinary objects in a transformative
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way Also of importance is the tact that in this brst hallucina
tion two of his visions were ol birds | he importance of the
bird as a personal totemic emblem for Ernst has already been
established. but this choice takes on additional meaning when
we realize that the bird also plaved a major role in the life of
the shaman, a subject to which this study will subsequently
return

Ernct wrote that the night in 1906 when his pet bird died
and his sisver was born was his “hrst contact with occult, magic
and witchcratt powers™ The event led to a series of mystical
crises and the conhusion between birds and humans, which, as
he said. became evident in his later drawings and paintings
From this point of emotional crisis and mystical contace, Ernst

described the next eight years of his life in a sentence that
parallels the shamans' initiatory dream-experiences through
which they meet animals, witches, and seers, and "travel” w
forests. mountains, secluded places and the spirit world in
order to learn the secrets of ther calling ™ Ernst's discovery of
the mystical experience is too similar to be comcidental as he
phrased i, "(1906-1914) Excursions into the world of marvels
chimeras, phantoms poets, monsters, philosophers, birds
trees INsects

TSI, SELTECS

!

women, lunatics, magic
mountains, poisons, mathematics and so on”

Immediately tollowing this description Ernst wrote what
is perhaps the strangest line of this very unorthodox

aurtosbe KT .'I.i'l|'l".'
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1914 Max Ernst disd thie 15t of Supust 1904 He resuscitated the
[ith ol MNovember 918 as a young man aspining o become a
and to find the myth of his fime MNow and then he

consulted the eagle who had hatched the egg of his pre-natal life

g P LA [ ]

You my fnd the bied’s advices in his workk ™

[he dates of this svmbolic demise and resurrection are those
ot Ernst’s entry into and dismissal from the German army
during World War | YWhen Ernst wrote that he died and was
T RLARL '|.‘|il.'-.| A% 7 W ILINE Mian .':t.'|'\-|r'|||;-_r LIN] F!I_‘I_l’l!'l'll_' a MyaEiCean
and to bingd the mvth of his tme he was making a reterence
hus symbohc transtormanon imto a shaman-artise Ritual death
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followed by rebirth is a process vital 1o all true shamanic
initiations, for until the initiate dies and is reborn, he cannot
have the knowledee of the spirit world. magic, and the special
insight into hidden realities fundamental 1o the practice of his
sacred profession

Erpst s statement about consulting the cagle who brought
him into the world 15 equally meaninghil because the ability
to communicate with animals is one of the signiicant powers
As Eliade All aver the world
learming the language of the animals. especially of birds, 15

ot a shaman pointed  out

couvalent o knowing the secrets of nature and hence being
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whose theme was "A Midsummer Night's Dream ™ His willbul
association with the bird again reflects afthinities to shamanism,
tor shamans costumes are an important aspect of their ritual
practice, and of the three main creatures whose torms they
imitate, the bird is the most common '3

Ernst once even described himselt as a bird-headed houre
stating that °l saw myselt with the head of a kite, a knife in my
hand, in the atumude of The [hinker of Rodin Bur it was
actually the liberated attitude of Kimbauds seer ™ | his
passage refers to I'he Seer, a selt-portrait of ¢ 1935 in which he
combined elements of the Symbolist visionary and the Primi
tive mystic. Like the Primitive shaman, BErnst sought to utilize
hallucinations and wisions to become a scer, one capable of
penetrating bevond appearances o give form w the surreal
visions of his creative imamnation. After describing the meta
marphic visual process that initiated his collages. Ernst wrote
Thus | obtained a faithful fixed image of mv hallucinations
and transtormed into revealing dreams my most secret
desires "1 What he sought was not some literal communica
tion with spirits and supernatural forces, but rather the abilicy
toy grive material existence to the images that emerge from the
primal recesses of mans Creative Conscioiisness

[ During the early years of Surrealism Ernst was the artist most
invislved with primitivism and the imagery of Primitive art
However his interest was shared in varving degrees by other
Surrealists, Joan Mird as well as Masson While Mird had no
intellectual invalvement in the subject, his images have close
affimities o Peimitive aesthenies in therr basic r1|||'.-_:|'-!-:x
Moreover, like the Primmtive artist, Miro sought to capture the

vital motivating essence of thines, a concern he articulated i

Blax Ernsy The Sere ¢ PFES Ol o canwas 3% = 7 14 % 1'% Cm
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a 1939 statement declaring that the artist must “try to discover
the religious essence, the major sense of things  that of the
primitive peoples "¢

Llizabeth Cowling has proposed Eskimo masks as one of
the earliest influences on Mirds work, especially Carnipal of
Harlequm of 1924=25"7 |ndeed, there are many athnities
between his fancilully abstract hgures and these masks, Cowl
ing compares, for instance, the large round head of the hgure
in the lelt section of Carmival of Harleguim with a composite
Eskimo mask from Munivak Island While the atbhnities of
form and color are striking, it 15 impossible w show that the
artist had access to such objects that early in his carcer
Indeed, Rubin's investigations have shown that Mira could not
have seen Eskimo masks of this tvpe until well after he painted
Carmival of Harlequm "™ Comparisons can also be mads
between this painting and many other Eskimo masks such as
one with a izarre face set into a teardrop body or the
:':-:;|rr|r|-||_'~. shown in the 1955 F1||| ||_|u_'r.|;'l|"| of Bretons collection
ip 578) but the similarities can be considered only athmties
not influences

Mard's wark also reveals a strong relanonship o |ﬂ:-|‘u|xm|‘u
cave pamntings, "™ he had a great enthusiasm for these images
of amimals and humans, about which Cabiers dart alone had
published fve articles in 1929 and 1930 | he impact of these
cave paintings on Mirg is often evident in his curvilinear
faures ol the 1930%-and in his |J1_'|j‘l|-:_||-rr'|h ol '-.|:11rl|:'=|1l: d ammal



Molask . Bshemo Bumivak lsland, Alaska Pained wood and feathers, 129
high Thoma Burke MMemarial Washingron State SMuswaum, Seattle

forms placed on a wall-like surface. A striking example of this
atfinity to paleolithic imagery can be demonstrated by the
gracetully stylized animals and horn shapes of his Painting of
1933 (p 580) compared with an illustration of very similar
forms arranged in the same overall composition, published
in a 1930 Cabrers darl article entitled “The Origins of Art
and Culture’

Many other artists affiliated with Surrealism in the 1930<
and 19405 were also interested in tribal art. Alberto
Ciacometti s treated elsewhere in this book. but among the
others whose invalvement was strong were Brauner, Matta
Paalen, and Lam, all of whom had very personal manners of
assimilating Primitive influences

Victor Brauners art is pervaded by the same sense ol
mystery and iconic power found in many Primitive waorks
While many of hig imaces only cenerally recall the forms of
T |‘| ;:r|||||I-.|,1l_-. 1% afcCienl FJ_"-."'I'!'.II'I isr |‘ur|.- { a._||_|_|r_11|'_|'..=||| art
others reveal quite startlingly exact correspondences with
speciiic 1ypes of Primitive objects. For example, in the Force of
' 1934

al M K of the nude protagonist
-literally

itached 1o its surface—was inspired by the celebrated Aus

wer el now p SHI

whose body is crawling with mimature Higures

tral lslands sculpture in the British Museum (p 581, a sculp
mre that also tascinated Picasso (p 3300 and, later, Henry
Moore

Brauner was also mnterested 1o the twoa-dimensional

1% 4 cml high Lirane

slask Fekimo Alaska Pasided waod and feathers 14
Plisseiim aof Anchropolomry. Universicy ab Cahitormn, Berkeley

anthropomorphic ammal figures common in the art of South
America and Mexico and among the Morth American Indians
One of the best examples of his tascination with this imagery
can be seen in his Proude 1o @ Cinlization of 1954 (p. 584
which depicts the Hattened profle of a giant animal whose
surface 15 inscribed with a variety of stylized representations
of horses and niders, warniors, ammals. masks, and abstract
symbols Brauner based this concept on Plains Indian pic
tographic robes, which displayved a warrior's exploits on a hide
whose form retains the overall shape of the animal His
mysterious hpures also show strong afhmities to prehistoric
Southwestern petroglvphs and o ancient Mexican codex
illustrations such as those in the Bibliothéque Nauonale, Paris
PSR4

Ymong the later Surrealists, the most dedicated and knowl-
edgeable connoisseur of Primitive art has been Matta, who
developed his large collection of tribal objects with a concern
tor invention as much as quality Matta’s relationship to tribal
art 15 equally reflected in aesthetic athmties and general emo
rional impact as v direct visual borrowinges His assimalation
af aspects of the Primitive is most evident in the monsterhike
fersomnages in his paintings of the late 19405 and 1950%; signal
|--._..~_||||':. s of these are discussed by Bubmm in the imtroductorsy
|,'!|.||,'II|;| r||,||||'|.-_' i ls |'-|'|||u_| Matta created a vanety ol crea
mures whose bodies are olten arvaneed alone a vervical axis and

| ] | i
joined with short curving arms, a5 im0 Bang With of 1946 (p




Esksmar masks, collection Asame Breras, Pans, © 1955

5821 The hgures in the right foreground and center that are
vertically framed by polelike forme demonstrate strong
resemblances to the Malanggan sculptures of Mew Ireland of
which Matta owned a number and an excellent example of
which was in Max Ernst’s collection (p. 517 This relationship
15 especially apparent when the central hgure of Bermg With is
compared with a section of the Malanggan (p 516), as both
feature a hpure enclosed within and holding onto a parallel set
ol lanking elements. These and a prominent sense of dramatic
gesture are also prime elements of another sculpture tha
provided a model for this imagery. Alberto Ciacomettis
Inpesible Obpect, the original plaster of which Matta owned (p
041 Many of Matta’s fgures, as in Wound Interrogation of 1948
(p 582} are also marked by an aggressiveness derived from
their grasping gesture as well as the sharp pronglike elements

LT Hraviner Hreivmdicaiies & dhe Sywbnl 195
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that form their open-work bodies and heads One of his
inspirations tor this powertul imagery are the Karawari River
figures of New Cuinea Matta has had a particular interest in
these sculprures and has owned a number of them (p 583

Woltzang Paalen also was an avid collector of Primitive art
although his approach to the subject was more academic than
Matta's, and he devored a great deal of his energies o s study
While his own work utilized forms of a generalized 1otemic
nature, the major impact of his involvement with the Primitive
can be seen in hes writings. Concentrating on the artistic
heritage of the Americas, Paalen was especially interested in
the rich traditions of the Northwest Coast, and in 1945 his
magazine DYN published several issues that featured articles
on the arts of Mexico and North America'™
erudition and scholarly mclinations
spokesman for the Surrealists’ appreciation ol
cultures and their art In the introduction to the Amerindian
issue of DYN he eloquently expressed the groups larger
concerns at the end of World War |l and emphasized Amey
ica’s new role as a cultural resource for war-ravaged Europe

Caven his
Paalen became
dalen becCame a

Primitive

Lintil tockay the waves of culural change have tound therr anenta
won only mnntively, thus occidental art by warns went through a
certain osmosis with Asia, Africa, and Oceama, now it has become
possible tounderstand why auniv ersal oemosis is necessary, why this
i5 thi moment o InmtErate the enormos treasure of Amer iniclian
forms inte the consoousness of modern art !

Surrealists such as Breton, Masson, Ernst, Tanguy, Paalen
and Lam sought political retuge in the Americas during World
War Il and their experiences in the Caribbean, Cuba, Mex
icor. and the United States imtensitied their awareness of the
imporiance of Americas native cultires and CONLCIMPOorary
artisls
1941 article on the Cuban painter Witredo Lam
Hreton emphasized the bonds between Surrealism and the

|r| I"II'\-

Primitive when he commented that “the modern eve has

gradually taken in the endless variety of those objects ot so
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called ‘savage’ origin
resources of the primitive vision, has tallen so in love with this

and aware at last of the incomparable

vision that it would wish to achieve the impossible and wed
it In Hreton's view Lam was the artist who could best
achieve this assimilation of the visual and symbalic founda-
tions of Primitive art Michel Leiris, the Surrealist poet and
leading French Atrican ethnographer, has written extensively
on Lam and, like Breton, has repeatedly commented an the
painters close ties with Primitive imagery and magic Leiris
pomted ot that Lam’s personal association with things Primi-
tive stemmed from his childhood contact with his god
mather, who was a “professional sorceress” in the voodoo cult

LT LALIBER
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that was popular in Cuba and other Caribbean islands' As a
child he witnessed wisions, trances, and animal sacrifices,
developed a ritual awareness of the powers af the ungle and
nature spirits, and became familiar with African or African
style objects used in magico-religious ceremomes '™ Thus, o
use Breton's words

The rich resources ol primitive visien are not lost on Witredo Lam
whis, b wirtte of his CFnRIr Fiac the LUnMe . appoctunty ol
|.|I'.|'|.'.-'||'||.: g1 'I|‘||'I'|| TEET IR I:|'-.-1'|1.-' WI'IIEL' al the same Lime FEMAImmg
|]|.'|.'|r|".- irvirlved emotiomally i the social conscmesness of this era
and abter making himscll master of the most highly developed

technigie "

This was Lams great synthesis a<a Surrealist He combined a

close contact with tribal ritual with the culwral and artisuc
sophistication of the Western intellectual

A an adule, Lam first became intrigued with African tribal
sculpture while a student in Madrid in 1928 And although
he never studied the ethnographic basis of these culures. he
avidly and thoroughly assimilated their forme of figural
abstraction Lam acknowledged the nature ol his debt 1o
Primitive art when, referring 1o a Baule mask in his collection
he exclamed, "You see—I1 have spontaneously recovered
They have revived in me like an ancestral

these forms
FETTH NS T
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by Picasso, whose own “Atricanstyle works of 1907-08 also
influenced the young Cuban painter [n 1941 and 1942 a major
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wrote Leiris the ||'-._! soovery ol his homeland occurn INE
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For Lam, th BLEIP L S( nol symbol of nature s PoweEer and
IrEses Ny pecame the lush |l|||.'l::" b the ju I::|l' andd the dense
helds of sugar cane, which are characteristics of the Cuban
landscape as well as more .:"'I"".II references tr bis athnities
with Africa The maor example of this wngele imagery 1< The
ungle, 1943 ip 5340, executed in opouache, a fast-drying
medium that permitted Lam to apply many thin, transparent
e
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cative eHects of transparency, but also suggested the “inter
penetration of phenomena that 15 so signibcamt an aspect of
the Primitive vision of nature. The lungle creates an impression
of thick, impenetrable jungle vegetation, in the midst ol
which stand female hgures whose wbular legs and rounded
knees, buttocks, worzos, and breasts are conceived so as to be
almost indistinguishable trom the toliage surrounding them
T hus camoutlaged, they are an integral element of the nawral
environment—a Primitive-inspired representation of human
ity s union with nature Lam himselt described this ~.:~'n||'|t==.|n
when he wrote that in his jungle scenes we can witness "beings
in their passage from the vegetal state to that of the animal still
charged with the vestiges of the forest "1

The Tungle summarizes not only Lam's use of Primitive
imagery but his debt 1o Picasso, whom he looked upon as
bath teacher and kindred spirit Its dense foliage is peopled by
four totemlike female figures who stand in the foreground of
the typically shallow, nonillusionistic space, Lam's homage
to both the common “reductiveness” of Primitive art and
Picassa’s Les Demoisdles d Avignon. In both pictures, a standing
temale with an arm raised above her head is placed at the left-
hand border to direct the eve toward the other figures on the
right A similar compositional relationship exists between the
two women immediately to the fght of the frst fgure, both ol
whom tace the viewer with right arms held high and elbos
pomnting upward There 1s a turther correspondence between
the two paintings in the large female at the extreme right of
The Tungle, whose crescent-moon-shaped head Lam borrowed
directly from the red crescent form in the sull lite located at
the lower center of Les Demowselles. Her body also recalls the
figure in the upper right portion of Picassos painting in that
both have arms raised so that their elbows point back to the
center of the composition

Picassos early response to Prmitive sculpture 15 most cleas
in the faces of the two right-hand women of Les Demoreelles
But, as Kubin has observed, these are not identifiable with any
particular tribal works that Picasso could have seen, as are the
stylistic elements of Senuto sculprure adapred by Lam, as in
the equestrian hgure (p 5851 The forward-curving head and
decorative tacial scarihcation as well as the long nose and out.
thrust mouth of the Senufo styvle are all reflected in the
fearures of the seated and standing hgures in the lett section of
I be Jungle The genitallike chin appendages of these faces are
also commonly tound in Lams work and can be related, in
addition, to the stvlized beards of stvles such as the Dogon o
the leke™ Orther tormal characteristics ot Atrican styles
utilized by Lam in [he fungle include the emphatic treatment
of buttocks and breasts and the simplified limbs, hands, and
| {5l

Ciill other sources for Lam's syncretistic use of Primitive
imagery can be seen in b Chiwen, 1947 P 545 where the
i ruw-;h-d fesrmis ol I|‘:|._' I:r|_||‘\-||:.;|| 1I_:r'|J_'||_' |"|.'1'.'|' FIVCN Way [0 a spare
background that allows Lams mythical creatures to hover
menacingly Their aura of mystery is in large part achieved
through Lam'’s use of forms derived From two types of African
mask he especially favored The round head with staring eves
in the lower center of the painting derive from the Baule Gali
mask (p 5%5) an influence Lam himselt acknowledged, as

mentioned above The heads in the upper right corner ot The
Chmen are realized in an elongated angular facial stvle that

- Yipwon fpere Alamblak Barawarn Bivier Fast Semik Pronvicee |.||-|| Maw L agirera
derives from Kono Society masks of the Bambara (p 571 Whooel, hair and canvas 6°89%° (3051 om? high Privase collection, Mew Yark
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Both individually and as a proup, the Surrealises tried w apply
their ideas to lite as well as art—as Breton put it, "to transform
the world  change lite, remake trom scratch buman under-
standimg "' In their elfort to expand insight and perception
and to regenerate creative powers, they attempted to harness
the common elemental resource of humanity the unlimited
potential of the unconscious, as mamtested in dreams and
mvths From the start the Surrealists were aware that these
powerful forces so permeate the very fabric of Primitive
societies that thev obliterate any barriers between lite and art
this realization explains the particular seductiveness for them
of the Primitive model

Although Breton was one of the earliest and most ardent
Surrealist champions of primitivism, he eventually recognized
the great dithculey Western society had relating eftectively o
tribal cultures In 1955, eleven vears betore his death, Breton
expressed his reservations about the state of primitivism
which he saw as suffering trom lack of support from eth-
nographic rescarch Breton wrote
Linformwnately. ethnography was not able o take subticiently great
strides to reduce, despite our impatience, the distance which sepa
rates us from ancient Mava or the contemporary Aboriginal cultur
of Australia, because we remain largely pmorant of their aspirations
and have onlv a very partial knowledse of their customs The
IMSPIralioan we wers .5.|:-|-:' L] -:||.||'n' tram 1|‘-|.'II ArD FEMmaine |J I.I||'I11.'|:¢"!'-
ineflective becawse ol a lack nf hasiy orgamc contact |l.'-|"-l"l:|.' an
impression of mootlesspess 2
Although Breton despaired of the West's ability to re-create a
spiritual integrity comparable to that of Primative cultures and
ultimately counseled a return to early Furopean roots. Sur-
realist artists have continued to view them as a powertul source
of inspEration



Wikredo Lam The Dlam 1947 O on canvas 39% 5 41947 000 105 oml Collection B Morone, Tirin




Jaan &iro. Skatue 1926 L onie cravon on bul paper, 14!
!IF'-ln' Lega or Hermbe Famre Wioad 87 120 3 @) igh Uolbesc- w BT (623 = 476 eml The Musesm of Modern Am
tben 10 and | ode Mlenil Flosmoan Pliew ok, punchase




8

<4

Ll
=

-

S

TN -

!













& righi

il high Privaie colbes

.
wlask [ aiese

wrer Fipure Fam |'r-.|1||

Coait ' Wond, 11

n | Formerhe Dualicimes

18 ocm) hapgh Frivare oo

b TR

&%




b |

W

I
(]
I'E

13
1

)

18

19

21

13

2

15

rl.

¥ i
Pl ]

L
i)

11

11
13

LR,

NOTES

FHams Richier Dada- At amd Ant-sdrt (ew Yook
McU o HIllL W5 po 6

Ihicl. r 34

Alfred Steplives modern gallery ar 291 Filrh Ave.
iz i Mew Work £y presented the firse commer:
clal exfibations of Alrican andd pre-Columbhan ar
im the Limieesd Seates an 1904 and 1916 Alsa, the
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1982, p 81

Jeam Arp, Arpoon Arp Peems, Eisays, Memorie, el
Marcel fean, wrany foachim Meugronchel (Mew
York Viking, 19701, p 3%

HArp, op ot p 89

Robert Adntherwell, ed. The Dindie Pambes jmd
Posts  An Anthology (Mew York Witenborn,
1967, poax

Arp, o ik, p 136

Richiter, op ot pp 30 23 77 74

Pl , p 20 Jancos masks glso hive affinities
thie hark-cloch masks ol the SNew Hebrides ard
Mew Brismn as well as Marka arad Hambara rvpes
IHaunsinn, op o, po B3

Richter op cit, p 23

Paul Caerman, "Das Plastisch- hgieliche Kanst
gewerhe im Cirmslamde von Kameran” Sabehuck des
Aduseum fir Vilkredundy Lepzg (Eeipzign 1900
blan Bay's pamning Toles, 1914, shares this Prim-
tive: manamalism

Emmy I'iunrun.m, Wizs Cabaret Voldtaire und die
Calenie Dada” Al Mada Begaws, Eve Diedie Chronik
(Sanscouci Verlay, 1557 p 42

Tristan Tzara, LArt et canmie,” Cabers i
fu2e pp 59-60, A propos de Tart précolam.
bien” Cnbeers dard 4, 1929, pp. 170=72

Tristan Tzara, “Pofe sur lare negre” 510 po
11=-312, Sseprember=Clombser 1917

Fhrmer Peterson, Trstan Toent ads med Surriionel
Theariid I Mew Hennswick ngl:'n Llnaversrty
Mrews, 1971 p 46

Tzara, “Move sur Fare negre

Feterson, ap ot p

Rr;l: “Charson de cocadon Dads, o, 1 -I'ul-..-
1007, and b Lorsia” “La Chanson de Ser-
pemb” [Dhla, nie 3 [ Blecember B

fames Cearpe Frazer, The Mear Goldes Rough. ed
Theedore H Caster (Bew York Sdenton, 1#h6d)
LT

These theones werealso devebiped by Amdrew
| ang: and Wilkelm Wiandds See Fvan B Mairer
Iy Cluest of the Stk A lnvestigatson of the
Relationships beraeen Sursealizm and Prima
tivsm (PhD diss | Wlmivessiey ol Pennsglvania
1968, pp TH=30, 34-19

Luceen LévyBreahl, Primtive Moty trans
Likian & Clare | Boston Heacon, s p 94
fud pp H=T

Anidre Bretan, Baleetion Dger-s2] (Pans Call
mard 1531 p 245

":||j,:r||un|l I‘npud T;-Irrr and nlk'ull ITRMNE |=|I'I1I."|-
Strachey (Mew York WS Morton 19500 @ 1
lhid p i

L anllaarme Apollinase. dlcacd trans Anne Hyde
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erars. Simon Witson Tavlor (Mew Yook Cirove,
196K pp 247=5% For the &.Inf.ﬂlliﬂ' imvnlve-
ment with the native culewres of Amersca and
(hveania, see alsa bsé Piere, L lseves surdalise
(Pans Saomopy, 1983] pp 67-77

Faul C Bay The Swerealist Mevenes n Enalind
haca. Carnell Univerity Press, 19700 p 135
Clittord H Broseder, Andid Heetem Asfiter of Sur-
il (Cemeva Doz, 19670 po &l

Bremm, op i, pp H44-4%

Amdre Breton, LAmonr few (Pars: Gallemand
19370 p 1D&

Michel Lerris and Caexirges L|m|'.lv|r|.|'rI Aundre Mason
il eem wmipes [ Panis: Edinons Tros Collines, 1547,
pr 127-28, and micoaew with André Masson by
Evan M Mavrer, Deoomber 5 HG0
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Frazer op. ot pp 130-24
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Lit rarie de Framce, 1929} po
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Interview with Andre Sasson by Fvan b
Mawrer, December B 1970

Maseon, Le Mamie - de ]:lhﬂrt ::N|c:| l= Diane
Frangaise, 19500, p 140

Inrerview with André Masson by Fvan &l
Mawrer, December B 1970

Thed

fhad This type of "S-y wmage i alsocommienly
toiand i the woulpture and paiviang of the Amer-
ican Incian mribes of the Morthwest Coast where
i s specihcally assaciated with the phenomenon
ol chamanism See [van M Maurer The Maiee
Amrrican Herlage (Chicagis: Art Imstitute al Chi-
cagn, 15 ppe 290, 310

Max Ernst, Bryond Pamtmg, and Clther Wiklinggs by
ibe Artisl and Mo Frrone e Bobern Maothe pael]
iMew York Wittenborn, Schuliz 1948 p Fid
PFatrick Waldberne, Mex Evnst (Paris Pauvery,
195H|, 60

Haoland Penrose, Max Ermare Delber [ Ul mversaty ol
Mewcastle upen Tiene, 19730 pp 14=15 Ermsts
micrest o ethnographic museums was charac-
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HENRY MOORE

Alan G Wilkinson

[Tt I'-.-..-:_'|'|I|-;_'r_|'| CeENtury -..._|_|||‘1||||x !|.;_'.'-;_' | 1-;_|'|1 ! I“‘-.1-::.: e &

encyclopedic knowledge of the lnstory of sculpture

'|Il|_1 frew ?l-:l.'-:_' writien as |_'|-'_'r|_-._|1|'-'-.'|_|'.' as e on ‘.h-:_

nature of coulpture in general and on specihc artists

and subjects, including tribal art In contrast 1o the
scant documentary evidence of the specihic examples of tribal
aArt with '-.1-|'||-._|'| "-.|||L||-'._-!_'|,|||| ||1-I|,_'||: |:.:||,||_|||,'1 :||1r_| I||'||_|'|!|_'
W I tamiliar "'-.!l-sulrl:_' |_'=-|'\-|_'-;_|,'|'||l,' mn hl'\-\. '\-L-e;:,_.!||1||-:||-.-. inl I,|1¢,
1920, provides an invaluable record of the sculprures he
Ln‘l"r'.

Ao Was bhorn in 1595 in o |x',;.|_'|-||-:_| ll|:r||mh|1|||_' 111 |,|1-
industrial north af | |1,-_'|._||‘=|_| I1'||_' -.-_".1_'||I|'- |_1||||_| ol ¥ TTiner A
an early ane he ull q,_||,1l:_-:_!_ (4] J.‘:-:_'. QI 3 % |_|!'L|I-:| and was fortu
nale I rccciving |1'||,|q\|'| CRCOUragement From his ST
school art teacher Miss Alice Lostick In 1997 he woined the
army and fought in the rrenches on the Western Fromt Unbike

twein other WL M x||,|||:|--|-. [..r,l-:_||-',| |'-|_,:,'-.L.| .||-|,| r]|,|-,|1.|||'-|;1

Villon, he survived I|1||l|,._'|'| he was gas=ed and spent some
time in the |'||,,-.l'||| 1l Moore was already twenoveane when in
1919 by
ixl Art

'.'llll- i
Roger Fry's

last war at the | ey School of A

enrolled in fwo-wvear course ac the Lo ._" "'\--.h||-.-n|

introduction to Pomitive art was undoubiedlsy

Vision gud Diesign (19200 which he read di Hia e his

Frv's chapter on "MNegro
Sculpture apens with a condemnation of the academic trads

ticsr thut was stall the norm when Moore was a studeni

What a cogl betle cebr Hiele sound Diethe workd ot was when Creec
wils the onby source of cultire. when Lireek an even in Boma
LOHEs, Wi '|'| il l||.||.|-|'.l|l| i exCepl EN T R R Il:,.n.-- LRI

e FeEIrimasl’

Hr:-l,|1 11y ||||_' LA asing -|_||1.||L_'-. .|.||-'-||I I|1-:_' NArrowness . af I|'|-:_
Cireek tradition and in the prase tor Atrican and pre-Colum
bian sculpture, Frv's book was the initial catalyst for the most
|_1|-:|r-.||_||1|_| o ative ||l|'|||_'||;_r. (¥4 "'q.lln.:-lll{'ﬁ |,1|_'.{'!.|||‘:-|‘-'|-:_'|'|: his
trequent visits to the British Museum in the 1920

[hee

Fry in his cssav on Meem

ih |-'|':|-I - hespalii I""- '\.I'-I"I'\. L I\-'nl'llll.' I' I 'I‘-\.'I".' Fr an

[ came om [V
book in the Leeds Beference Library
thiree-dimensmonal realizaton’ that charai

I'-.'.||I|

way toother books and s the realizavion of the Brivsh Suseom

sculpture stressed the
terizec] Abrican are and s “truth o materl Frv opened £

[-1..| WS ||'.|||1. I.||-: |l-:'..'|||||'|':'

“oore .||||'-.|,'-_| in ||||||_‘||:-|1 I I_||r_' antumn ol 192 |-,';'.||'.;:
hl'l"" b :”li'. i.:'! 'l-'-I'l'l'i.' 1 I |.':.'l.|"- 1 H"'. .II i "'\!|||1|||' 11 L I'lll-ll"\-lr|||'I
tor the Boval Colleoe of Arr Like | pslein Betore him Moore
was overwhelmed by the sculpture collections in the Brinsh
‘Muscum "Clne room atter another in the Brivsh SMuseum
towsk me enthusiasm [ he Baoval € |-'!|-:_':_:-:'--I Vet meant nothineg
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and abowve all the monumental pre-k olumibnan sione car
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ing—Aziec MMavan and et hroad detini

tion of Primitive art
twinticth-contury us ses wiorks brorm all thes
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Henry MMoore
1923 Wood, 12

Loy Arr Caallersy
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Samc hester

Moore's rejection of the Greek ideal and the academic
tradition was a continuation of Cauguins position in the [H90s
when he wrote "The preat error s the Greek, however
heautibul it may be ™ Similarly, Moore recently recalled how
conscioushy during his lormative yvears, he steered clear of the
There was a penod when | tned w avaid
looking at Creek sculpture of any kind And Renaissance
When | thougshe that the Greek and Renaissance were the
enemy, and that one had to throw all that over and start again

L |-.I'-‘1Il'. .’ll tradition

trom the beginning of prmitive are ™
During the 19205, Moore's interest embraced not only the
tribal arts of Atrica and Oceanta, but many traditions, for the

mist part those of non-European sculpture Later, in 1931, he
discussed the global hstory of sculpture. emphasizing that
Cireek sculpure Hlourished only for a briel period, and that it
was only one of many great sculpuural traditions

lhe world has been o lcing xu:ljlr'-ll_llr' tesr at least some thires
thisand vears Through modern development of communication
mvich of this we o kooaw and the few ulptors o a huapdred years
orf so of Cireece no benger blor our eves o the sculptural achieve
micnts o the rest of mankind  Polacolichic and Mealithi --._||||II|||-:;
Sumerian, Babylonmian and Egvpoan, Early Creek, Chinese
Etruscan, Indian Mexican and Peruvian, Romanesoue
Bvzantine and Cothie, Newero, South Sea [sand and Morth Amer

Mavan

icar Moclinn -|.|||l|1:'.|.-|' actual |'='.m||1'||_-. i phi |I_||;_l|._'|-;1hx ot all am
1% .|.||.'||1|1

peissi bl

HEIVIME WS wordd wview ol '-:_l.leImq T | |1|{\.m|_|-|'-.

That Moore made a comprehensive study of sculprures
from many ol these periods and cultures 1= revealed in his
TYLEMMEC oM M l’.l._'['HnlL |_‘|r.'l".1.1r'||_'~. ial I:hq_' 15 2 s | 11_' I'|'|-.'1|.‘|q_'-:_| s 1]
some of the earliest known sculptures, such as the Palaealithic
"Wenus of rmaldi ™ which he had seen reproduced in Fler
bert kithns book Lhe Kinst der Prosutiom (1923
drawings of Sumerian, Epyptian, Etruscan, Indian, pre

il W L"-' | 1]

I;.“h.lﬂll"hlll_ '::n':Il'iI"II{ .II'Il.J |:"~I\'«.II1I|| art. and «.Il'"F'.'l. .EH I.r|1.~.'.5

cculpiure from Africa and Oceania®

Olceanic, particularly Marquesan, sculpture was the only
tribal influence on Gawgun's work, visible primarily in his
wood camvings Picassos interests, in 1907—=08, lav more in
Atrican than in Cloeamic art For Moore

major twenticth-century sculptors, these arts plaved a lesser

umieprely among

rale than pre-Columbian stone carving, both formally and in
his choice of material |_'--|"-|_'-,_I.|;:||'.' im his '.u._lllh‘l'.l_'.!-;_' aof the 193Hs
I'he pee-Columbnan intluence culmimated in the two stone
CArvings Kechmmag Fraure of 1929 in the Leeds Ciry At Gal
feries, and the 1930 Rectimmg Woman, in the National Gallery
of (anada

In this book however we are tocusing on tribal arc. which
today is wenerally the only art knonwn as Primitive. In talking
L8] |"'|-|.IHIEI:_' .'||'|-.:-|_|l; his CArVITEEs a | [l"ll_' [ 15 e I-'-'.Il'l_‘l cinly i W
wiorks that retlect the inthuence ab Aftrican art [ 'he most
obvious |;'_~;.:||1'||"-||_--. are two ot onlby theee wooad carvines of this
l'l-;_'rl-"-l_‘l .I.Ju;.|.ll ._III it Erirt af 14922 .L||'||_| f‘\!..‘rl.llll::.l Womiiih ol 1923
hoth in the City Art Gallery Wood is the
characteristic material of most Alrican sculpiure
Meither of these two
ind 1 the

case of Slanding Woman, the influence may have been second

Manchester
and s
choice of medmm here 15 sienihcant
works seems to relate w any particular tribal stvle

hand The short bent legs that merge mto what i< more of a
base than teet could have been directly inspired by Caudier's
Moore must have seen this reproduced in
14418

Another book that |

S
CaAlVIng .I e [

Fzra Pouncd's Gandier-Brzeska A Mewoir which he read
iy 1922 ar P

fownd a great help and an excitement was Fzra Pound's boaok

“ioore has written

on Caudier-Brzeska This was written with a freshness and an
insight, and Caudier speaks as a young sculdptor discovering
'.".1II|'|'|' [ | !'I:". s

Ciaudiers statements published in Pound's memonr Caudnes

I,|'|1||:_"-."' Fven in his wWrimys several ol

| be Indians teli the hamioe ! Abrican | intlu

b dhomore

i g
q._||'||'||'||||.-!,:|||' i reject the Creck sdeal

had commented
ence through Coreek SO [ i cscussing s

wroe " This remiowval
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denihcance of shapes—bhere i 3 nutsbell 5 the porent aloe Moore wrote lo discover as g voung siudent thar thu
bal art othered drcan carvers cold NIErprel the human hemre w chis desre
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mative: o the Creco-Roman tradition that iriba

rm imvention, its mensity and dircctness of expression, and  be more adventurows and expernnmental




Moore has said that he had been exposed to the work of
Coangmnm while he was a student at Leeds ( 1999-31 although
he was not particularly aware of his achievements as a sculp
LTI |1.! h.'l.l.l |.|h.' |l_|1 1-. R kr'nt:-'.-.' ."'l-ill,, I'I.'Iq_'l "‘1._‘|-:_!|!|;_'I ';'..']1-|| wills I|l||.'||
Vice-Chancellor of Leeds Liniversity, a man who had bought
ezanne and Cavsan bhetore 1594, and translated Kandinsky
.‘|I1|_‘| rr_'.'IH\' I-.H-;_"-.'q.- 'wh.'ll Whls g;an"l,l_} CFEY ITF T l-:_il._'rn drl L !11 Tad L
Moore's only sketchbook drawings of European art of the late
nincteenth and early twenticth centuries were sketches of
works by Cezanne and Caupuin  [he Henry Moore Founda-
ton owns a pencll drawing based on three Cézanne Bather
tigures from Les Grandes Basgneenses of 1898=1905 {Philadelphia

Abowe Heney Moore Mage s frare No. 3 Notebsok 192334 Pencel 95 65247 123

173 em I e Henrw Sloose Bosindation, Mech Hadham | |'\.|:|.||'|I

& love :|:_'||| Slother amnd chald Seosotka Vincowvet lamd ok Columbia

Wond, 1% 127 cm) high The Trestees of the Hrivsh Museum. London

Bioht Fisuee lukon Mpera Whad 34507 188 omi) ligh Thie Trostess of the

:I kb |II '.'-rlll vl LA TR I L "-I': 1

Museum of Art), which Moore had ceen in the Pellerin Caolle

tion during his hirst visit to Paris in 1922 Uy page 52 ol
Mo 2 Notebook of 1921<272 s a pen-and-ink skewch, with the
mscription "Caugein which was probably based on the char

coal drawmg Foroe mie of 1892 This drawing, representing
the Oriental pose that appears m many ol Cauguins paintings
and works an paper, s reproduced in Charles Morice's Pand
Canatunn | Paris, 1919 p 1720, the probable source of Moore's
sketch For Moore, as for Gauguin, books, reproductions
and photographs -provided important source materials
Caugnnn’s drawing Femme nue had been, in turn, based on ong
af the figures in a photwograph he ook with him w Tahit
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photograph of the lavanese temple of Borobudur 7 Moore's
clate Reliel Head of 1923 (p 596 15 probably his only work that
reflects the mtuence ol Caupum's sculpture In the early 1970«
Muoore described this work to the author as rather "Caugum
esque, and recently he sand to Ann Carrould, 'l did not realize
how much I'd been influenced by Cauguin when | carved thar
head ' The most likely source of inspiration was the painted
plaster reliet Self-Fortrat of Gavaum, which 15 dlustrated on
page 7Hin Charles Mormice's book on the artist

Another arost who influenced Moore 0 the 19205 was
Epstein—not only the man and his work, but his collection
tor Epstein was already on his way to amassing what was to
become ane of the finest private collections of tribal and
EXOUC art
In the 1924 the onby practsime sculptor im England bor sehasm | had
-I||:_|-g:-‘. W (]

1424

i respect waas Epstein Afer | had fisished my
and was appointed w0 the weaching stalf of the Boval Collegs
Fcame w know Epstein oquite well, and bave never forgotien him
taking me w his bedrmoom to see bis collection of primative cans
ITyiF. I Wwas SO OnneTiiiEa 1 '.l.I||"| FEEETT 'H.I_.|ir|||,|r-' L III.|r_ |
wisrnchered oo bie ot imte Baed wthoutl kmesCkimge soqmethime over™

Moore made many drawings of African, Oeeanie, Eskimao

Mesican and Peruvian seulpture in the mid- 19205 His niote
books trom these yvears doubtless constitute the most com

|'l|1|'|-e_'||--|-.e_ record By any major twentieth-century artist of

Cemrral African 1tr|\J|\|u

{ ¢ 714" 1R 4 em) high Pravate collection, Mew Yodk Pub
e

Ahove Head of a monkey |.|||,||1|:-
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pen and ink

Sliich Hadham i|1|ﬂn|h1
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specihc works of tribal and Primicive art that atrracred bim
1'-:".-';.' ot III1|'|' |I.':'r'-:' COTHETCLE |_"n.'||_‘|-;_'r'||._|_' af many ol 1i'||_' w:u'kx
that Maoore particularly admired, but also, in a number of
nstances, his descriptions, made many years later, of the
~.-:~|||ri1|-.r:--i I:I"ll:'l1'|h-:_'|'n.1_'h [-:l|:|1.-.:r1¢l_'-. of African art outnumber
those of works from Oceania, North America (Northwest
Coast and Eskimo Im the British Museam, exam
r1|l.'- i1 .-'HI'!I. an "\-I,,".lll,'lll_l!'l_‘ |:'|_': ||l.|[|1|_|||'\-E'-|_'r-q_'..| Carvires Trom
Oceania and North America [Northwest Coast and Eskimao
which mav well accoumt for the fact that Moore made many

and Peruy

T sre: I.h.'l"-\'ll'l}!‘\- il .-"Llll-;_.'ul aTk |.h,,||'| il '-'.'lllk'\- PRt ||'||_' |||_|=|_'|
peographical regions | Surprisingly. there are lew copres of
the pre-Columbian sculpture thar Moore o greatly admired
in the 1205 0 For the most part. Moorees devsines ol Primi
tive art were fairly straighttorward and in some cases quite
detailed studies of the works themselves: As the arnst has
Ll ten |‘-ll'!1Ll:'|.‘| LIkl -.!I.n'. (T ||.|'--.'|-' -||~.'!'-.' m |L:"\- e liwak i1 .||||_‘|

analyze a subject far more intensely than merely observine it

Moore made his drawings of tribal art either i the Brinsh
Muscum or from illustrations in books on Primitive sculpture
Amost certamly all the studies found on page 105 of No 3
Notebook of 1922-2

54 at loower left a Bawa head

b are of works in the Briosh Museum
it lesweer righo o canoe




|"||.':'|F!," Mewore FBinge 07 from Moo 1 Noteheok 19232-24 Pencil pen ard ink 9w 5T

23 % 172 cm! The Henry Moore Foundaticn. Much Hadham, England

prow orpament brom the Solomon lslands, at ceneer right two
studies of a club with the head in the form of a bird, from SNew
Caledoma, ! and two views of a Mumuye gure acaquired by
the British Museum i 1922 In 1951, duning the Festival of
Britain, the Colonial Office sponsored an impaortant exhibi

von of tribal art with the now quaint title " Traditional A
from the Colonics” which included this Mumuve carving

William Fagg persuaded Moore o visit the exhibition with
him and to answer a series of questions about the nature ol
tribal art Fagg asked Meare which of the sculptures he would
select as showing the best use of the gqualities of the wood

The | Mamuye | seems to me one of the best from this point o
view, Moore rephed "The carver has managed w make it
spatial’ by the way i which he has made the arms free and
vel enveloping the central form of the body ™22

Ui page 103 from the same 1922-24 Notcbook (p. 594

the hgure in prohle at bottom center s based on a male hgure
from what had been (before World e 1) the CGerman

controlled area of New Cainea Tt was copied from a repro

duction on a loose page trom an as-vetumdentificd German
book or perodical which the author discovered among
Moore's papers To the right of this is a study of a lukun
miale hgure from Northern Nigeria, acquired by the British
Museum in 1909 (p 598 At upper right Moore has made a
draw ing of one of his two most important subjects—the
mother and child—copied trom what s 0 all hkelihood a
Nootka wood carving from Vapcouver [sland. British ol

bia (p 394 In 1951, Moore wrote of this carving and related
Northwest Coast works that the mother-and-child theme

OO0 WALEINEDN

3% 172

Hengy Moore Page jos IIr.'\--|1 Pa. 3 Norheak, 192234 Penoill @ = 65"
cm “'Ilr Henry Moore Euull.-:l.ﬂllll'l Sdich | Ellrll.llll. | I|p|.|1||,|

posed for the sculptor
the relatonshep of a large form 1o a small one, and the dependency
of the small form on the larger s appeal lies particalarly i s
expression of two basic human experiences o be achild and o be a
parent These  mother-and-child Agures are remarkable There s
a great feeling of maternal protectivensess bue they are not ar all
sentimental

Mustrations in two important early Cerman pubhications
on Atrican art, Carl Einstemn's Negerplastik (19151 and Ernst
Fuhrmann's Afrika (1922 ), were the other principal sources for
Moore's copies of tribal sculpture On page 120 of Mo 3
Notebook, the small head at nght, just above center, was
based on what is probably a head of a monkey reproduced in
Einstein’s book, plate 15 (p 59412 To the left of this, the two
heads are a free interpretation of the heads which appear on
the neck of an Inca pot from Trugilla, which s reproduced in
Ernst Fuhrmann's Rech der Inka 11922 as plate 15 The artists
copy of this book is inscribed an the flyleat "Henry Spencer
Moore 19237 All the drawings on page 143 ol No 3 Note-
bhaok were based on illustrations in Fuhrmann's Afrike 2

A number ot Moore s drawings reveal that certaim works of
trihal art were copied not simply tor study purposes but with
the intention of transtorming them into ideas for sculprure
f]n page 7 ot NIF 1 Nl_l'[[_'i‘.u,luk of 192 1=14 Ehi_‘ 1wy |.1I'|_!|,_'xL
sketches are of the prehistoric stone pestle, in the torm of a
hird, North-East Papua New Gainea, in the British Museum
ip 3541, which had probably also inspired Brancusi The
clongated proportions of the little bird scem to have presented
problems for Moore, at this time a stone carver whose saulp-
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was trightened o weaken the stone =" His smalles T il e

and ink sketch in the center af the pagc shovws a much more

compact less ¢longated bird and indicates that Moore was
working out a less problematic form which e migh cranslace
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I he studies on pagc WG of the same notchook reveal the
wav in which the artist used the stione pestle as a pomt ol
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Sommes of Moore's 19208 drawings of tribal art retlect. as we
have seen, his description of the somewhat chaotic display in
the ethnographical rooms of the British Museum, with its "in
exhaustible wealth and variety of sculprural achievement

Negro, Oceanic lslands, and North and South America) but
envercrowded and jumbled togeiher like junk in a marine <tore
so that atter hundreds of visits | would still find carvings mot

h as those
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carving had a special attraction for lom

the legs they have so much life in them 1 direct

reference to the other maior subiject

which, like the mother and child has obsessed Moore from

the late twenties to the present das

I'he central and lower stedies on this sheet were base
one of the most poweriul and dynamic works of Cleeanic art in
the British Muscum the Hlawaiian lslands crowchino
[ his has been a bovorin
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Woth hundreds of examples oF Primitive art on exhibition ai
the British Museum Moore simgled out and drew a number ol
works which over the vears have come o be considered
i the hnest examples of Atrican and Clocanic art in tha
collection T LUTTRITEG [uikdim Wrawak Motk 1ML
Hawaiian carvings discussed above were all included in
“William Fagz's 1970 exhibiton at the British Museum 71 b
[rikal lmare whose criterion was sculpiural guality | hs
culptor's eve had recoenized this gualivy in che mmid-1920s

[ e abhmities bevween tribal and modern art were evident
to Sidney Buriey London’s muosi nporiant indd inHluentia
dealer in Eskamo Abmican. and 'Ulceamne art during the 192k
mnd 19308 whose eallery Moore certamly visited In 1928

| Irn 11 || IRINRART -Ill;'\l! i1} II II|'I I VL L
HCan sculpi o th (7 kK BTN i
2 ._II 11 | i 1 | T8a] I I |l_.,..:'|. ||'|| SR 1 1



Hemry Woore  Libiraghl Soher Slageie e 11 159555

g .
ealightened review in The Times commented what the

exhibinion brings aut = the tradinional character of all 2ood
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trom MNew [reland which had the greatest tormal intluence on
Moore's woark of the 1930

BPaae trom Skrichbosk B Formis anside Forms of 1935 leaves us in
no doubt of Moore's Fascination with Mew lreland sculprure
I he study at the lower lett of the sheet shows a Malanggan's
protective outer framework ol vertical and curved struts, it
wias almost certainly based on a carving in the British Museuwm
[he smudy at the wp lett of the sheet

Page opposiie

represents the inside the "‘\'..an*;_'un' I

meure

-.!r.|'..'.'||'.-,-_' [En L ||;_'|". "'-'I- IRl |'-.|- LrAshor |'|'||'-_| |h|_' '.-'||'-.|| Camnding

the lar Ll

ineor an idea tor s l.|||‘\-I::||'|' It is thus the poiant ol Lin._'|'l.'||l:||'|' Feu
the mam, draveings that Moore oxe
He has
1 dlitberent MNew Ireland Malangezan carving in the

Musewm as follows

inrernaliexernal torm

cuted I"!‘."!'.-.l:_'l'l'l 1935 and 19410 recently -.||"-q.,||:"-|,'||

Hritish

Mew [reland carvings like this made a tremendous impression on me

thiroag b theeir use af (orme withien a borme | realized what a siense ot

mvstery couilbd be achieved by having the inside parthe Brdden socthag
VL |||'.| BT ITicas'e® .|;||-_| '||-' SCURELERE T ||'|.'.|'I.I_;|_| il |'-\,_:-\. ||
i =.._'!I-J- 1% the or TSI ar .'||= needed to make 1hes IESEE IRl
I
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wWioore s first internal’external borm s .I||*'.|:r-. I he Helmei

} e -
rmiache, poem am

Hionry Moure Workssg Adodel lor ltsraksd Linfeenal angd Exbremr

reel 1k

Forms 1951 Hronge, 354 higl. Ary Calbery ai

[ TTLRT Fsrcrmtas wifk b amsen & L smymatlee Funid

ol 1939 —41)
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was not in tact related 1o Oceanic art but was
19341 ol
two prehistone Greek utensils o implement< ™ [t was not
until 194850, in drawings such as Stady Jor Scalpture Internal
External Ferms, that he returned to the Oceamc-inspired moul
a continuation of the 1935-40 draowings. This drawine antici
pates the detnitive three-dimensional study tor the hrst sculp

ture—the 1951 bronze Workorg Model lor [|II'III.II.I! falermal and

which
thus has its ancestry in the New Ireland carving he had copied
in lis 1935 sketchbook

Une of Moore's finest wood carvings of the late 1930, Bird

Backel af 1939 P GG

; |
Cxler e |L-\..IIH'\' !".L"!l'. dona mmacpuetie of ||'-l' SITIL AACdl

alsor appears to retlect his continuimg
imterest in Ulceamic art Whereas the strmes in Bis work of the
perod were, according to the artist, sugpeaed by mathe
matical models he had seen in the Soence Museum Dand also
Iy cpariom, i the work of Cabal, the vertical P LInE

forms af the carving although spaced farther apart, are

i

remarkably close w fricton drums from Mew Ireland p G
r !

Frven Moores own title Bird Basker includes one of the saords e

used 1o describe the spatial sense of Mew Ireland carving "2
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[ree Pomts of 193940 was one of the last sculptures Moore
1.l.||r'|['||1."i{'L| !"'L'I1'ITL' 'i.|.|||ll..'|'l'|'|..|||||!_' T DWWl WEars o hl'\- "-h|.'1||_'|
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I-\.!\_I,itl;ll,l.,“l_"\q froam 1921 o I,|'||:_' ear |'l,' 1s(s '.hh '.l.'|||L Wil |1.|-|_'|,,|

and coal-mine drawings Ay with almost all s
on a preparatory drawing, one of the many studies in Pointed
Farms ab 1939 in the Albertina  [iree Fomis s a |'-rl|1‘\-||;|u.‘:l;||_
work in that extraordinarily disparate sources, including tribal
art, have been discussed in connection with the sculprure
avid Svlvester has suggested that Moore may have uncon
sciously derived the central spikelike torm trom the pointed
thrusting tongues of the horse and of the woman ac lekt in
Ficassos Geernice OF 1937 Moore. however .'||‘ir|.'|l'|._'I1[|'L tiald
Sylvester that the precise source of the sculpture was a paint
ing in the Louvre, the sixteenth-century School of Fon
tainebleau double portrit of Cabriclle d' Estrées and her sister
n the bath, showing the |1||1|,|'||r'u_: of Gabrielle's mipple
between her sister’s foretinger and thumb—a somewhat
unlikely source ta sav the least™ In fact when | discussed the
Fontamebleaw portrait with Moore, he rather whimsically
dismissed the issue, and indicated that he was one might s
leading Svilvester on a merry chase Given Moores obwvious
nterest in Oeeamic art, culminating in the middle and late
TN
drawings

the New lreland—inspired  internal-external form
and in Bird Baske! of 1939
triction drums), a much more plausible source may be lound in

based on the form ol

tribal art | am referring to the "hook” Agures, or Yipwons
from the Karawari region of Mew Guinea, in which the penis
15 protected” above and below by two pointed, nblike forms
I the pemis and arched forms were removed from the New
Cuinea carving and seen in solation, they could almost be
mistaken tor Moore's Three Pomnits. Here again, his preparatory
drawings for sculpture provide invaluable clues as w the wav

L&} '.'.hl'%..h -"'-lll'?'lL |I.I!1'-.r'-'rf1l1'|.‘| I"-"- MNP, |I'l additon 1o ||'".
the 1939 Seated Fagure and Pomled
|I'.|||II'\- _||'~|II (i ||'~| '.'I-LI BT Y |1I|| I Ilr!-l-\.L"\-l-\.lllll '-.l.lEI‘l |'\I|I||I|:-q, |_| |||||"|'-

drawing in the Alberting
at the end ol the 19305 In the lareest studv at upper right, the
two downward and two upward spikelike forms, pracuically

touching, may have been inspired not by Olceamic are but by

lI'|'\-l\.l\.|.|' heewre | detadd
Mpwr Laimea Wioosl

| & -
collecticpn AAT TA

Lamblak karawan Biver, East Bepik Proviece Papa
2115 emv) high Freede Callecnen Mew York Formetls

L ompiete hymire reprochioed in cobor page 73
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an Atrican sculpture, such as the Pere hgure in which the
|'||_5.|!| l'n-e_'l.‘l WL TSl 15 |._l.r|‘|'||':-| n.-q_'l_‘l l|| a1 SLETIES il l.lr!l'-.r.'kr'l._‘l .'|I1|'.‘|
dovwnsward-pointed torms (p Bl—though it is highly unlikely
thar Moore saw one of these objects as carly as 1939

Berween August 1940 and 1943 whien be was commissioned
to carve a Madonna and Child tor St Matthew's € hurch

il AL L

10 x 35 om! Private

Morthampron, Moore temporarily abandoned sculpture and,
as an ofhcal war artist, concentrated brst on the shelter and
then on the coal-mine drawings By the summer of 1942 he
had completed the series of drawings of miners and begun
flling a sketchbook with ideas tor sculpture In 1942 he also
executed a number ol larger, lghly hmshed drawings of
sculpture in outdoor settings, as well as the most famaous of his
pictonal drawings. as he calls them Crowd Looking at a Tred-Llp
{ et With Surrealist overtones, it lalls chronologically md
way between Man Ray's The Emgma of sedore Dhacasse | cloth and
rope hiding a sewing machine) of 1920 and Christo's Lower
Manhattan Pacbed Baildings of 1964—66

Muoore sugeested o the author that the idea ol a tred-up
abyect may have been suggested by a commaon practice in
sculptors’ studios As a student in the modeling class at the
Roval College of Arcin the carly 19205 he remembered, he
had kepe clay maoist by covering it with a damp cloth and tying
string arcund 11 He did not mention, however, the precie
source for Crmed Looking ot o Tied=-Ulp Object, which was a
|_'|l|1 | (W FRL | .Lr\lh in I il Frobemms Hlllln'-!lr.lru_ |'|r-. :ln'n_ _.-'|f.l IJ.:.|- D34 3
copy of which Moore owned. showing Nupe tribesmen trom
Morthern Nigena standing around two veiled (but not tied
up! Dako cult dance costumes. In the history of primitivism
this i« surely one of the few works inspired not by a work ol
art. but by a photograph of a tribal ceremony  Although
Moores drawing was unauestionably based on the phoo
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maph, he has re-created the setuing and the sense of drama
and cxpectancy Dwarted by the enormous ted-up obiect, a
crowd has gathered on a barren plain, as if waiting for the
unveilling ceremony I'he drawing is more enigmatic than the
works by Man Ray and Christo, for in these we know what has
been covered and tied up The identity of the wrapped form
im Moore s drawing remains a myvstery

Since 1942 Moore has created only a few works that show
athmities with tribal art In the King and Oueen of 1951-53
probably Moores best known
he bormowed details from two

maquette llustrated p 594
and most popular sculpture
When he

[raditional Art from the Colomes

and William Fape wisited the
exhibition in 1951 they
looked in particular at the [gbo headdress from the Migernan

Alrican ¢ arvings

Museum Fagg has written that Moore was greatly interested
to see how the [ lgho | artist had used this method of ‘openmg
up the human head Thes seems to have led him to re-explore
his oown idea of 1930 and it appeared not onby in the Kimg and
(e of 1952 but in many of his major works throughout the
1950 ¥ This is a reterence to the single hale through the thin
heads of bath the King and Oueen Fage has also suggested
that the Kings crown may derive from another work in the
1951 exhibition a Yoruba carving of a ram’s head*? The pose
b the King and Uueen was inspired by Egvptian seated hgures
i the Brinsh Museum
vl al 1464 ip Gl
Moore sculpure 1o have been :'|-L|1'-|{'|_1 v tribsal art The rwo

ot Fleand would appear 1o be the laste
and a "head

which in the earlier smaller version was called Head o Hand

CCions represent a |'|.||||j ||1-', WO e -Jl-':--.-,

When be made the larecer version be found that the “whaole
cHect reminded me <o strongly ol the liehe and ~.||\||1-| il 1l
tull moon that | have since called it Moer Head ™4 Althoueh

Vioon Head has sometimes been --||||'-.||:'|_| 1o the thim torms of

v K and Ciem

deraal
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B35 cm

detail ol
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Cvcladic hgurative sculprure, the exact source for the hand
shaped torm, William Fagg wold the author, was a Mama mask
ot a buttalo trom Migeria, which s illustrated in Fagp's 1963
|',|l::-||]-.__ ,"'\.'l.-.‘n;'r.'.llz |'rl|.|'|i'|,'- P a1
Harry Fischer, Moore's friend and dealer, gave the sculptor a
copy of this book soon atter it was published Moore has
transtormed the symmetrical Mama mask into something

.'III.L'R.”“..I”I.'_' LLF] ||I‘ s |.|1l'.' |.‘|[L'

resembling an abstract horned head or a glant asymmetrical
hand Many wvears after Primitive art had ceased to be a
dominant intluence on his art, Moo Hed shows Moore in the
mid- 19605, still receptive to the forms of tribal are that had
such a profound influence on his development during the

19205 and 19310

lhat tribal art has been one of the maor influences on
Moore's sculpture and drawmmgs is abundanthy clear from the
illstrations shown here of Bis waork justaposed with African
and Ulceanic carvings The cumulative mttluence of tnibal, pre
Columbian, and Archaic and exotic court arts has probably
had a more sustained impact on Moores work than on the
wark of any ather major twentieth-century sculptor o

bl
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number of Moores carvines and bronzes disowssed m this

direct
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in some instances were directly [RETRITE d speriie wiorks ol
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| hat Moon Head of 1964 15 1o dare. Moore's: laste e .|||'-;|, I
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viears s interest in Adrican and Ooeanic art has waned On
the contrary, he has added w his modest collection of tribal
-:l.E:"I1III I|'|l:' [ERERLY I1ll|.'||'||‘|' HCCPLLESATIENNS |'|q_'|r'u_' A ||11'|'.h|_|||:.u1|
Luba mask, a Mumuyve standing Agure, two Manghew hg
ures, and an eighteenth-century bronze Asante Kudo box
Moore's Fascimation with one of the greatest Oceanic carvings
n the Hriosh Museum, the tamed RBurnuu Island hgure (p
1311 was such that like Picasso betore him |'|l;" has recent v
had a hronze cast made from the original

The 1951 publication Mewry Moore al the Brilish Musewm
marks the culminanon of more than ity yvears of intermittent
writing about the art of sculpture, which began in 1920 with
Maoore's unpublished manuscript "History of Sculprure
Motes, now in The Henry Moore Centre for the Study of
Sculprure
important writing about tribal art was an article entitled
Primitive Art
1941 In Harry Moore at the British Musaon, the eighty-two-vear-

Leeds  Betore this recent book, Moores most

which appeared in The Listener, August 24,

ald arvst discusses bty sculptures i the collection, and
rediscovers many works be had birst seen as a student in the
19205 Among the illustrations of tribal art. four are of cary-
ings he had copied m his notebooks of the mid-19204

The peces dlustrated are a very restnicted personal selec.
tion, Moore wrote in the introduction o this b II.EII\., " bt
st as | would have been fascimated to know, say. what Picasso
mowt liked in the Louvre and which works might have influ-

Blach
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Mopuméents Lagos Publehed m Willism Fage

180

Mama Migeria Wil 19 49 5 ©m

Platwanal L omamssaon faor Mossams and

Fvderian dmaiir

enced him, so | hope people will be interested to see what has
excited and influenced me in the British Suseum "9 W would
indeed like o know in far greater detail than we do what works
ol tribal art the other major artists of the twentieth century

Slask MSlan Migeria Womd 1% s cm high overal
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