Portland State University

PDXScholar

Dissertations and Theses Dissertations and Theses

5-13-1970

Cubist Painting Related to the Culture From Which It
Came and Its Validity Today in the High School
Curriculum

Virginia K. Fenton
Portland State University

Follow this and additional works at: https://pdxscholar.library.pdx.edu/open_access_etds

b Part of the Art and Design Commons
Let us know how access to this document benefits you.

Recommended Citation

Fenton, Virginia K., "Cubist Painting Related to the Culture From Which It Came and Its Validity Today in
the High School Curriculum" (1970). Dissertations and Theses. Paper 657.
https://doi.org/10.15760/etd.657

This Thesis is brought to you for free and open access. It has been accepted for inclusion in Dissertations and
Theses by an authorized administrator of PDXScholar. Please contact us if we can make this document more
accessible: pdxscholar@pdx.edu.


https://pdxscholar.library.pdx.edu/
https://pdxscholar.library.pdx.edu/open_access_etds
https://pdxscholar.library.pdx.edu/etds
https://pdxscholar.library.pdx.edu/open_access_etds?utm_source=pdxscholar.library.pdx.edu%2Fopen_access_etds%2F657&utm_medium=PDF&utm_campaign=PDFCoverPages
https://network.bepress.com/hgg/discipline/1049?utm_source=pdxscholar.library.pdx.edu%2Fopen_access_etds%2F657&utm_medium=PDF&utm_campaign=PDFCoverPages
http://library.pdx.edu/services/pdxscholar-services/pdxscholar-feedback/?ref=https://pdxscholar.library.pdx.edu/open_access_etds/657
https://doi.org/10.15760/etd.657
mailto:pdxscholar@pdx.edu

AN ABSTRACT OF THE THE3IS OF Virginia K. Féni:—on for the Masier of

Science in Tesching presented Moy 13, 1970,

Title: Cubist Painting Related to the Culbure from which It Came and

Its Validity Today.in the High School Ourriculum,

APPROVED BY MEMBERS OF TEE THESIS COMMILITS:

Y

naixman

CH ol 2 A s o R

Raymgnd Ale Grimm

Richard J, Prasch

Cubism has often been referred to as M"a dead art,” It is the ob-
Jective of this thesis to present evidence gained through working with
high school art students that the study of Cubism, at the secondary
level, can result in greater c¢reativity and & genuine appreciation of
the abstract, |

In addition to the study of Cubist artists and their techniques, a
correlation was meda between art of the eaﬂ_y 1900's and other aveas

such as Social Science, Music and Literzture of this time, By this
s . s D



method, the stndents were given a broader insight into the motives of
the Cubist artists.

The personal. involvement of each vstuden’c. in the progressive
changes from objective representation of subject matter to guasie
nonrepresentational painting provided them with more open attitudes in |
widerstanding art of ﬁhe past and of the presen*c.n

Photographs of student work froin an advanced art class at

Reynolds High School. arc offered ag evidence o support this thesis,
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CHAPTER I
INTRODUCYION
T. PURPOSE OF THESIS

This thesis propeses bhat Cublem, often :ve:i‘erred to ag "a dead
arbty, if properly presented al the secondaxy level , rcan vegull din
gmé:ﬁ;er creativity, freedom of expression, end & genuine appreciation
of the abatract,

Cubism, an influentisl force in mugh of Twentieth Century art,
ocoupies a pivotal period between representational and abstract ari,
Boeause of 1ls Intellectusd basis, dei‘inﬁ.te imovative practices, and
a sense of rebellion, Cublsm is an area of &rt history especlally
sppropriate for study by & high school painting class,

3N

A vital art program shoold familiarize studenls with sigr

{4 cant
movenents in aress other than art during any pardticular perdod in bis-

tory., Therefors, idess and lesrning maberizls pertaining to parallsl

innovaticns in sclasunos, music, snd Mterature of tha Cublsh ers have

been Integralted with the shtudy of Cubism,
II. APPLYCATION TO CLASSIOCH STITUATICHN

For this vnit,; an advanced painting cleoss ab Rernolds High
School was selscted, These studeniz already were knowledgesble in the

basic painting skills, colour theory, and uss of varicus media., The

class was composed of Liftesn students, cleven girls and four boys,
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It was. felt that a group suéh as this wmild be ready to use their abili-
tieé without too many inhibitions, and to exbtend this knowledge by
creabive participation in new aveiues of seeing,

The unit covered a twelve weék period (one week consists of one
forty minute period and two eighty minute periods) which was divided
into the following four arezs of study: |

1. The Cezanne Phase
2, The Analytical Phase
3. The Synthetic Phase
Le Optionai Problems

To supplemen‘o'the basic history of Cublism necessary to motivate
these studiss, teachers from other departments in the high school were
asked to meet with the ;ra:i.nti_ng class, Discussions were held concerning
the relationship 63? art of the 1920's to other areas such as music,
social science, and literature of this time, By this method, the stu~
‘dents were given‘a broader insight inte the motives of the Cubist
artists, !

It was anti;cipated that study of the progressive changes from ob-
Jective representation of subject matter te quaszi—nsnreprésentationa,l .
painting would aid students in understanding art of the past and of the
present, This understanding would be intensified by each individval ex-
periencing a similar evolution in his own art work, It was also hoped
that study of influences and reasons underlying a radical movemént in
~art might provide students with more open athitudes toward contemporary

art and uwnforeseesable imnnovations in future art.



CHAPTER II
A BRISF HISTORT OF CUBISM

Cubism is the pavent of all abstract art forms. It grew oul of
the efforts of Picasso and Draque to replace the purely visual effects
of Impressionis with a mere intellectual concepb of form and cclour,
Thelr starting polut was Cezanney, who had striven 4o the same ends, but
Gsﬁa:i,gz‘& cerried woach further the ideas of wadiy of the twe-dimensional.
p;at;mo surface, and the anslysis of foims and thelr inberrelation,

The Cubists deliberately gove up the representablion of things as they

appear in order to give an account of the whols sbructurs of any given
ahjech and ibs position in spaces This meant; in practice, ccmbinﬁ.ng

several visws ‘ci’ the object all more or less superimposcd, expressing

ﬁhe. idea of the object rather than any one view of it

The name Cubism was derisive s for .L’a excited as mch oppesition
as Impressionism itself, or the recent Feuvizm, It was much influenced
by Negro arb, by Plcasso!s dnbterest in Iberian sculpture, and by reat-
tion from the p.e;,t.terfanz;ml«ii,;ng of Fauvism. Gris; Leger, Delaunay, and
Derain wore among the early adhercuts, The new aesthelic was soon
preached by two practicing Cubist painters, Gleizes and Metzinger, whose
book, Dn_Cubdsme, was published in 1912 and labsr transiated into

Englishe The posl Appollinaire followed in 1913 wiih Les Peinbres

7]

Cubishes.

S

The first phase, under the influence of Jezaane, lasted from 1906
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to 19093 the second, sometimes called High or Analybtical Cnbismy lasted
fron 1909 to 1912 and mininized interest in colour or handling while
concentrating on the breaking down of forms; finally, Late or Synthetic
Cubism (1912 « 191} allawed a re-emergence :n‘.‘ tactile qualities,
colour, and handling, The ©ollage developed am a result of interest in

textures and pasted dom ma:iserialsel

1Pe,ter and Ldnda Murray, & Dicticnary of Art and Artis
(Great Britain, 1963), pp. 4’-)“-’?6@

"‘r

tes, 3rd ed,




CHAFTER IIT
CLASSROOM PROCEDUHE:
I. THE CEZANNE PHASE

Presentation

A yeview of Cezanus¥s theory of geomebtric form in nabture wag pre-
sented, Tt was pointed 0’;?1?‘5 how strongly Pleasso and Braque were affec-
ted by Cesanmne: his use of gewamebric shapes to convey volume and
structurey his blurring of colours to counteract illusicns of depth.
These two arbists went far beyond Cezanne in exsggerating thelr cubed
shapes and in mindmizing the differences betweeh background and forew
grounde |

Picasso's Les Demoiselles d'Avignon (1907) was shown as a starb--

ing point of C‘abismoz The influence of African sculpture upon Picasso
was exp",ainedé It was stressad thal this was the developmentoeld period
of Cubism and a rebellion against traditionai art forms,

By use of an opaque projector, reproductions were shown of the

following paintings by Picasso and Braque during the Cezanme FPhase,

tre S

photograph of actual site ).t

Braque, Houses at L'Fstaque. 1908 (accompanied by

“Pom Pridestz, “Cubism,® life, Dec. 27, 1968, p. 50.
3Toid, ppe. 52-53.

- hEgvera P, Fry, Qurism (New York, 19656) ple. 10-11.

o < e A=



Picasao, fandseape ab llorta Do Foro, 1909 (accompanied
by photograph of actual site),”

Brague, Reod neax L'Estaque, 1908,

Picagso, Jahue - Des - Bols, 19081 -

Bracgue, Guitay snd Accordion, 1908,

Pleasse, | voir at Horta e Fbro, 1909,7

oy ne s

An analysis was made of the influence of Cezanne upon early
Cubism: flatlened perspective, equal emphasis of positive and negative
Space; geometric siwplification and facebed shapes, colour, but some-

what toned dowm in cowpsrison to Cezanne,

Asgizmment loe 1
A preliminary asclignuent was given to couplete four charcoal
clucles on white drawing papers two landscapes and two still lifes,

The students were to concentrate on the points previously discussed,

Time alloweds two wesks,

frocedurs. A pencil slkebch was made to establish the simple geo-
wetric foms of each composition, This was redrawn with charcoal,
which was then blended with a tissus or paper towel, In this manner a

grayed toral effect was established as a basis for the entire picture,

The student then worked iuto this wsing charcoal and a kneaded eraser

ag drawing tools, The final highlights wers emphasized by white cholk

or vhite Conte crayon, VWhen completed,

2 fixative was appiied to

' o ‘
2Ibid, pls, 1415,
6

tuy Habasque, Cubism, trans. Sbuact Gilbert, {Paris, 19597,
Pe 250

TToid, ps 2he
8Haba$que 3 Do 27s

91bid, e 32,



prevent smudging, -

Media. 18 x 24 white drawing paper
- 3 B drawing pencil
Alpnacolor Char-Koles
White chalk
White Conbe w&ym‘
KEneaded erasen : '
Krylon Workabile Fixative -

Asgignment No. 2

The best one of these four d.mwings.ﬁas selected and used as a
basis for:.a Quhist peinting representative of the Cezamne Phase, Time
elloved: two weeks,

Pr os@dur-m A pecond sketeh was made of the chosen ‘dra,w:}.ngg this
blwe on vmtercalor paper. &braight lines and edges were emphasized, A
ruler was. used when nsCessarye, A Light wash o;f 'l_".he basic colour was
_then applied to the entirs sheet of rapere Mcnoc.’twoma.t:i.c colours ware
used with just a touch of the complement for contrast ard lowered in.;
tensity, The transparencies were gradualdy built up to create the de-
gired effect,

‘ Media. Talons opaque wmatercolor :

Grumbacher (Mo, 31961%) wabercolor paper
Watercolor brushes (optionzl sizes)

This class hed just findshed a study of 'im}:res londism when Cubism
was introduced, Thus, they were familiar with Cezanne and his attenph
to give form to Impressiouism, Some of the students had dffiadty in
adjusting to eveﬁ this sl::i.ght {;ra.mi{:ion from the traditional “dreaw
what you see! approach, However, all were mllm to tac":rﬂe the

assigrment, It was pointed oub that this was the davelo;menta.l perd.od
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of Cubism and thet the Cubist artists experienced a similar strugele in

T3

breaking away from the traditional.



Figure 1. Charcoal study, 18" x 24%,

orareeiad

Sheryl Sturgill, 1969,

Filgure 2. Charcoal study,
18n x 2)n, Lori Unis, 1959.




Figure Lo Charcoal study,
18" x 24%, Sheryl Sturgill,
1969,

30

CEZANNY PHASE

et s )

Figure 3. Charcoal study, 18" x 240,
Sheryl. Sturgill, 1969,




CEOANNE PHASE

Fisure 6. Water Color Puinting,
1ém x 24", Sheryl Sturgill, 1970,

Figure 5. Water Color Paintine,
EASL ) ¥
18" x 24", Darla Thompscny 1970,

11




II, THE ANALYTICAL PHASE

Pregentation

It i\mséxplameﬁ that J‘:x_lx-a.lyt,ical Gablem booi ils place as & pre-
Viminary exploratory exercise, The real objective of the Cubists was
to reconstruct natufe, nob to imitate it Thelrs was an architectural
approacho Form wag mere dmportant than subject or cqlour, but femniliar
forme mush be ueed so as nob to lese the identity of the snbjeét‘mttem

Words, numbers, and musical nobes were sansbimes introduced to give

&

clues to subjech mabtier. Analytical Cublem was an atbemph not to glos

]

P

over the paradox of depth, bub rather to explolt it for new effechs,
Simultaneity. This devies explored the simaltaneous revelation
cf more than one aspect of an dhject in an effc;rt Lo express the total
imagze The (ubist was not interestsd in wswal representational stan-
dards. It is as though he is walliting around an cbject he is analyzing
in order to ,se:-:x:—)- all. successive viows. But he must repressnb all these

viewg an onte,

Transparency, When one object is behind another, the full shape
of Bcztiz can be drown, meking a new shape as they overlap, Also tha
colour of this shape boeomes a blend of the celours of the two original
shapes, Ixamples when a blue shape overlaps & red one, a new viclet
shape is ereated,

The following reprodoctions of Analytieal paintings {£rom the
Failing Art Roowm, }Iultnmgah Cenoty Ydbrary) were shown to illustrabe
simultaneity and ’c.z*anspazfencyo ’TL;m was done with an opaque projector,

later these same pietures were mounbed on a bulletin board in the art
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00

Ficasso, Portralt of Ambroise Vollard, 1310.
Picasgo, The I;anciol:k,n Plaver, 1912.

Metzinger. 1911,
Metzinger. J aune; 1912.

Gris, OSULld
Gris, &bl
r jﬁl S i
Braq’ue o

o wAth C"rdc;, 1914,

ife dn Front of Window, 1912.

1912.

iife with Violin and Pibcher, 1909.

The £ibn Cublism {(Fatrician Films; property of M.C.T.XE.D.
Multoomah County Schools Audio Visual Centew, Portland, Oregon) was
viewed by the class, Thls £ilm ghows enimsted diagrams and paintings

to cxplain Cubist painting. A step by step sumning up presents a gnod

ilivstration of the techniques

Assie sznmen"c, Nog 1.

Two prs’l,}m:m ary exeraises were assigned.” Time allowed: two

Procedure. A single object in the woom wes chosen, such as &
bottle, a | iece of artificial fruit, etc, Several views of this were
drawn with pencil and a simples design crga't.czci; The original qualiby of
the object was n1aintai31éd., This was finished inm ink on 9 x 12 white
drawing paper,

A second design was created using two or three objects, Trans-
parencies were shown by overlapping shapes aznd intermngling of colours.
This was finished in ink or pancil and waterzolor on 9 x 12 white

drawing papers

Social Science Locturs

A correlabtion was made belween Cubimm and Soclal Science of the
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early Twentielh Century, This was introduced in order to increase the
students!' underastanding of the motives of the Cu_bist painters, (For
details c;.f Mre ;Jar;l{ btman?sblectureg, plus my own observations, please

see Chapter IV,)

Assienment No, 2

in assigoment vas made to do a large Anaiytical Cubism painting
showing bobh simultaneity zod transparency, Time allowoed: two and one
half weekse

Progedurc. An & preliminery to the painting, the student selec-
ted one of the still lifes in the roun, (Three were set up,) Four
sketthes on 12 x 18 white drawing paper were made from extrenely oppo-
site views (looking down, loa‘;c:mg upy opposite, side of the room, cte,)
83 drev mxoclly whal he sy - bub roughly « deballs weore nob necessary.
_’l‘he nost appealing sections were cut from these drawings, bul never a
whole object, These were then arvanged in a Cubist composition and
glued 6:1%0 white drawing paper in proporﬁicn Yo the Linad painting, wut
not so large, If desired, the student worked into the compositilon with
pencil, Waon complebed, thi:; pencil draft was used as a guide for the
finighed paintings It was redrawm and ealarged on the painting board,
Aralagous colours wers ussd,

Media. 01 or Acrylis paint, or powdered tempera paint

combined with Polymer modia.,

Masonite board (I inch thick with canvas bacdk,

painted with white Iatex £let wall paint, Sizess 180 x 2nu
to 320 x 18u,)

Brushes (large bub optionsl sizes)s
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Fvalusiion

e

This was difficult to present and equally difficul® to teache I

stressed that the fnalytden Phase was a necessary discipline for the
Cubists; it was a preliminery exploratory exercise and shouwld be cone-

sldered the same by a high schocl art classe When the students finally
realdzed the crsative ‘jps.assib:ilib;if,es of this as ssignmant, they were mosb
enthusisstic, Not of bhen chose to do the gullar arrvapgement. One
boy and cue gl ereated thely own corposliions and aleo used a differ-
ent colour scheme than the ons aszignade

I allow 2d thew to use more co Lowr than .‘3’ had originally inbended
in ordsr o hold Yhelir Iinteres L; I felt justified ia doing this as
Metzinger and Gleises used brighter colours in their work during this
;mz*timwl@

Az & resulbt of the Soclal Science lecture, many unplanned group
discuﬁsidns ensued during the wsek, The students agreesd that they had

& much grea ter insight into the motives of the Cublst painters,

050nn Canaday, Mainstresums of Hodern Mt (New York, 1965)
Pe 458




ANALYTICAL, FHASE

Figure 7. 5till Life Arrangement.

A4 ;L\_‘gLL\

Figure 8. Tempera snd
Folymer Painting, 24" x 36M,
Lori Unis, 1970,




Figure 10. Tempera and
Polymer Painting, 36% x 36",
Sheryl Suvurgill, 1970,

7

ANALYTICAL PHASE

Figure 9. Oil Painbting, 32" x 40",
Cheryl Fujii, 1970,




Figure 12,
2L = 28”,
1970,

0il Painting,
Barbara Brown,

ANALYTICAL PHASE

Figore 11,

£33

g

Still TLife Arrangemsnt,

15




Figure 34, 0il Painting,
45" x 39%, Cheryl Fujii,
1970,

19
ANALYTTCAY, PHASE

Figure 13, Tempera and Polymer
Painting, 32" x 48", Jack Braman,
1970,




ITI, THE SYNVHETIC PHASE

Pregentation
Synthetic Cukdsm wou presented as a much more flexible type of
art than the Analybical phase, It was stressed that $his freedom could
not have evolved witheut the preliminavy intellectual disciplins of
Analybical Cublsm, It wes an emergence from these restrictions with
the uvse of brighter colours, flatter space, move interest in surface
textures, collage or panted down waterisls, and decorative design,
This period of Cubism twrned each painter loose to find his own way
within a vast field of fres invention, Shapes and colours were now dew
termined by the painter's sesnsitivily elone, A more normal perspsctive
vas ampleyed. Thus painbing had reburmed to the old basis -~ the
painber’s reaction to the world and his inlerpretation of it inu
coloured formse
The following reproductions of paintings (from the Failing Art

Room, Multnomeh County Library) were shown to illustrate Synthetic
Cublem, This was done with an opaqus projectors

Picasso, Still Life with Chalr Caning, 1912.

Piecasso, Mandolin end Giitare 152h.

Picasso. The Had Cloth, 19~2.

Picasso, Thres Misicisns, 192L.

G‘Z‘”j-So B"‘t’tle '\ﬂO. (Jl'l.:‘ S .1911;.0

Ficasso, Man with Fipe, 1920.

Picasso, Bhill Lifeo with Wine, 3921.

G’l"i?} 1’”’11.L+ I':‘.;;h ,u!d BO't' ulap 1. 18»
Pieanso, Bonulo of Suze, 1913.

Ll7eid, p. 461,
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Assignment

An assignuent was made to do a large Synbhetic Cubism painting,

using a combinstion of paint and collage materials., Time allowed: two

Procedurg. Jn this project the students had camplete freedom of
c¢hoice as to subject matter and maberials, Thres colorful still-lifes
were seb up in the roon, bub they could vse any theme that appealed to
them, They were to observe only the following: flat patterning,
davorative desiga, brighter colours, and the use of one material other
than pain® - more if desircd, They could paint over the synthebtic
mabordal, leave it complebtely exposed, or paint into Just part of it.
They could not uwse 2ll collsge materials and no paint, It was not
naoessary Yo use simolbaneity or transparencies unless this contribubted
to o yleasing composibion, No preliminary work was assigned, It was
suggested that a sketch would be an aldy, bubt the materials used might
suggegt the designe Time allowed: two wecks,

Media. Masonite board, # inch with sanvas back painted

with white Latex painte |

0il or Acrylic paints (or tempera mixed with
Polymer media ),

Collage materials (opbional).

Polymer media (used as glue).

Hyplar Modeling Paste,
Brushes (large bub optional sizes).

The music of the early 1L9M0fs was parsllsled to the works of tho

Cubist artia

o

se The students listened to recordings of influential

conposers of this era which were placed in context with Cubist



22
concepts, (For details of Mr, Fred Schmale's presentation, plus my own

observations, plsase see Chapter IV.)

This assignment, or the materisls approach to art, seemed to furw-
ther the creative capacivies of the sbtudents and develop their sensi~-
tivity to testbure; form, and design. Sex}eral of then chose to work
with figure compositionsq, As 1t seened necessary to steer then away
from ca,rtizmning s 1 explained that disbortion was a different approach
than the caricature, I siressed that Synthetic Cubisu was rich and
elezant bscause of interash in colour end texture, Regardless of sub-
Ject matter, it was never cheap or gaudye

The atudents had fo make individual. decigions as to design and
materiale, In spite of the fact that no prelimirary assigment was
givén, ,t-hsy spart more time planning this than the previous projects.
Sometimes the original plan was altered in the courss o;C-working with
ths materials — 61; once the material wa.é glued c,r::*.«m;,g 2 new idea night
develope They vsed many different coliage materiale jnclﬁd:’mg: velveb
burlap, toloured tissue paper, corrugated cardboard, wallpaper, news-
paper, metal foil, and an acrylic medeling media for simulating
textures,

As one boy put it: U"This is more funy, and we can do owr own
thing.®

This sesmed the right.- time to introduce Music of the Twentleth
Centwry, as the terms - texture, pattern, tone and colour - so evident

kY

in Zynmthetic Cublsm, are nany tiwes included in 2 music vocabulary, As
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a result of this lecture, the studeuts realized that the coucepts of
Cubism were not confined to painting alone; and that the cultural

trends of music and art have often been paralleled.throughout history,



Figure 16, Collage and
0il Painting, 2L" x 36W,
Cheryl FTujii, 1970,

SYNTHRETIC PHASE

Figure 15, Collage and 01l Fainting,
301 x 241, Paula Wade, 1970,




Flgure 18. Collage and
0il Painting, 20" x 281,
Carol Bradbury, 1970,

DD
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SYNTHETLC PHASE

Figure 17. Collage and Acrylic
Painting, 24" x 34", Gail Madsen,

1970,




SYNTHELTC PHASE

Figure 19. Collage and Oil Painting,
20" x 30m, Barbara Brown, 1970,

Figure 20, Collage and
Te’rﬁ}?era..lt’ainting, 18n x 24ty
Lori Unis, 1970,




IV, OPTTONAL PROBLIEMS-

Fresontation

Cublem was presented as the parent of aJ.J_ abstract art forms
the concepbts of Cubism took many different direcbions; and its influ-
ence is very much in evidence today. 7
Reproductions of paintings (from the Fai.ling .4'-&1"5 Room, Multnomah

Counby ',L:Lbrury) wers shown to illustrate some of these derivatives of

S an
AHLE e

A m“x cment,

CaTh

The ghudents chose ong of the following five projects as their

'.%

.\-
.y

?;i‘
*.J

“
:M

selgmment in this un

1. Fuburisnm,
Simdtaneity was used in the extreme to show motion,

Bxamples Duchamp. Nude Descending a Sta resge,

w

2. Comnercial Art,

The flat design a.nd bright colours of late Cubism hod a
great, effect on posters and commercial art work, Exsmple: Leger,
3, A Cubisa painting bd sed on a famous painting, Example

Juan Gris. Woman With Mandolin. (based on painting by Corob),

i1

Le Mindmal Painting,
Cublem led to this simplification of Cezanne's theory of

colour end form. Example: Mondrian, Broadway Poogie Woopie,
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5. Optical Art,
'This form of art is popular now, Ii creates an illusion
of space with line and colour. Example:v Vasarely, Atom and Albers,

‘Media. The students had freedom of cholte as to materials.

Literature Lecture

The Titerature of early modern writers was related to Cubist
painting, ~The keynote of this discussion was the development of indi-
vidual creativity, (For deteils of Mr, Richard Remer's lecture, plus

my own cbservations, please see Chapter IV,)

To simplify this assigument , which in itself could be another
thesis, I involved the students in only one project, The advantage of a
classrocm situation is that the students learn from each otheris work as
well as their own, The result of this assignment was a greater avare-
ness of the use of Cubist colour and form in commercial areas todsy as
well as in the musewns .,

The discussion of literature and Cubism made the sfuden‘(:-s realize .

the importance of individual creative thought as cpposed to conforwity

in today's society.



Figure 22, Futurism,
01l Painting, 321 x 224,
Barbara Brovn, 1970,

OPTIONAL PROBLENS

Figure 21, Futurisn, Oil Painting,
30" x 384", Sheryl Sturgill,; 1970




Figure 24. Minimal Art,
Acrylic Painting, 20" x z4%,
Darla Thompson, 1970,

OPTIONAL PROBLIJIS

Figure 23. Cublsm (based on The Fifer

by Manet), Oil Painting, 15&" x 24",
Jack Braman, 1970,




Figure 24. Minimal Art,
Acrylic Painting, 20" x z4%,
Darla Thompson, 1970,

OPTIONAL PROBLIJIS

Figure 23. Cublsm (based on The Fifer

by Manet), Oil Painting, 15&" x 24",
Jack Braman, 1970,




CHAPTER IV
THE CORRELATION OF CUBISU WIPH OTHER AREA3 IN THE HIGH SCHOOL
Lo  SOCIAL SCIENCE

The Cabim of Pirasso and Braque 1s a product of thelr timee It
de an érb of rebellicn and chsnge that expresses the condition of mod-
ers man who has beesn forcesd to live in & world where there are no
Jonger any simple locations; where all things are plura 012
| ¥With the death of Queen Victorda in 190 came an end to the
(Wictorian Age," or the era of set rules and established traditions,
Buropean thought, or %the continentol wayh became predominant, Hurope,
and particwlarly Pards, the homs of Picasso, was the center of graatb
creabive activiby and moral freedom, Also, the a.dvent of new advances
in science and technology, the machine and mass production had speaded
izp man’s' pace of living, In 1917 came the Bolshevik Revolution with
‘the tmmph of Marxism, and from 191, to 1918 the First World War, AL
these things contributed to a spirit of restlessness,; dissatislaction,

and a quest for ths nswe

For Picasso it was as unthirnkable to go on painting in modes tha

¥

had been formulated decades ago as it would be for a asientist to spend

L0}

his life repeating the expsriments of his predscsssors, FPivasso and

Brague were detemi;ned to discover what new things art could do and

12pridesix, po 62,
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sage 4nd in the procsss they had nob only to change he viéual lan-
guage they had grown up with bub invent a whole new visual vocabulary,
or new ways to cxpress new ildeas.

In Phlesnsets controversial painbing, Les Dowolselleg d'Avienon

vy

(1907}, is found the first cdlear asserbion of the principles of Cubism,
Boyond any devbt the distorbions and masgk-like figures were disturbing
amendmentse  Bub they were precisely the disturbances that make this

-

minking so expressive of the Twentiebh Century, They remind ws of the

Josbling ineongrulties of our ers, and in srt, ths rapid shift of
gtylos, Picassols picture is nobl & static document, Tt is & record of
the very process ‘o:i' sudden change, a mewmo from a world in tmns:i:b@w

Picaéaaols ‘poﬂm&iﬁ cf Mmbrolse Vellard, painted in 1910 during
s ,é‘gz,zﬂ,y{;i@ai pexiod; 1s alse a testimony to z;oder.n 1iving. Vollarci
vibrates with moblon; Like eity traffic abt yush hours Yebl it is held
firmly in balance by ﬁnifying forms and colours; and we fesl safe frow
acn::idehts or collisions ,ll*

S}ﬁrred by their identical interests, Pleasso and Brague beamed
together like two scilentists in the same field, Within a few years
their plcbures looked so rmch alike that it was hord to tell who did
vhate o >‘ting gvery day and religiondy criticlzing each other's work,
they liked compering themselves to the Wright Brothers who were Cofi-
ducting aviation experimsnts in Frence ab this time snd were wildly ad~

»

mired in sclentific and literary circles, Picasse humorously signsd a

B1vid, pe 530

Mpridesux, p. 58,



33
note to Brague with the rame Wilbure! \his French abtieaupt ab Wilbﬁr)
to test :J.f;;f that “‘c.hwy“9 teco; were brother pa.cnaers and, in their own WaYs
exploring spaces ™ L5

The painling of Fe Cl“ﬂ:iﬂd Legcr i closely atbached to the indus-
trial civilizstion of the Twenbieth Centurye It is so far its strong-
est and most enthusiaghic expressione Leger gave unstinted admiration

. 3 s

0 Phis civilization whicth so many are inclined to describe as inhumen,

Fnad

Even the Pirst VWerld War (1914 - 1518), in which he éervecl as a sapper,
did not prevent him from being "dazzled by the open breech of a 75 gun
in the sualight, the magic of 1.:‘igh'b shining on metal.® Ha did not
hegitate to declare: !"This breech has taught me more ‘about art than
all the museuns in th ﬁmor"d ul6

Leger acknowledged the cnamreb 'Lhat this new civilization had

or¢ed upon man, About 1913 he painted robets with disjointed Limbe,

before creating abdgt 1920 beings with bc;dies made up of mebal tubes,
whose arms wers 'pisto.ns and whose fingers bholts, He m‘o’me thalt what he
beheld woizzing by from a train window or Shrough a car windshicld gava
a blurry, many-sided impression that was (ubist in esmenee;l?

The Cubisht paivbers did not shut themselves up in their studicn

&

and paimt’ just the humble objects lying on the table, Delaunay way i

spired by the Eiffel Tower, Leger painted s Level Crossing and a Vimr

of Paris from the Window, and both of then were ::wsselv awars of the

L5T0id, pe 5b.

léJawpb-« fuide Muller, Modern Painbing TV: Cubists to Farly
Abstract Painters (New York, 1965); pe 27.

prideaux 5 Ds 624
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swift rhyt-mR of medern life and the abrupt seonsations of the new world
that technology was building around thege. Isa Fresnaye's Conomest of
the Air (1913 )3'8 perhaps suvms up the contemporary scieﬁtif;’x.c thinking
o ef the Cubist painber. Ib reflecls his imﬁ Jectual attitude toward
“a.nﬂys,Ls of space in arh, iusplired perhapa by s,clent:xj‘...c innovetions
:'Ln this same ficld,

More and more pecple did look at Cubism and often recognized in
Wt relationships and mas ,,,@.,w that surprised its creators, The GCublist
wwepect of slmlianedty wag related to Binstsints theory of relativity:
Hogeilcal concepts are tm“f Lre to the obsez‘veré_ space and time have no
~sbsclute si ignificance; they depend on the motion (}f the obse:m;rera,:"‘9
faywen saw the lines betwsen Sigmnd Fréud.'s new theories that pointed .
Lo hidden aspects of hwean congclousness, éfaniiar to Cubism's hidden
aspects of reality. Gertrude Stein reported that the whole 'oi‘ Anerics,
seen from an airplane looked like a Cubist painting,zo

Altogether, there was much evidence to suggeét that Cubism had
indeed aligned itself to the new world of philtosophy, seclence; end
techndlogy, Nowy medern man moved from place to place with incrousing
rapidity and the picturs he received of the world was complexe It wns
this complexity that the Cubists endeavored to transfer to canvas by
juxtaposing on the same plane the different a aspects of an object that

the eye camnot see simidtbaneously, but that the wind has the ability to

lgkﬂ’uller 5 Po Yo

lg?vnes*» Go Strauss, "Albert Il;.nc;te:m," T e Incyclopedia Awmeri-
ca«l).d» {N’”W 10“‘” 1969)3 }\.ﬁ LL.'_Q

20

Prideaux, p, 62,
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Ii. HUSIG

The musie of moet eardly modern composers of the Twenbieth Cen-
tury refiects the uphieavals &‘)i" thelr time, Much of it was muéic that
ne lenger tried to "please! ite audience.bu:b simply to exclte the aural
nervae, to make.ldistensrs sit up.and take netice. Three composers domi-~
nate this period hecauze Lhey are the ones who have exerted the great-
eat influsghes on Twenbleth~Century music, They are Schoenberg, the
cunpossr-nithaabician,; Stravinsky, the mavy. facebed composer-
anbiquarian-nodernist, and Bovtolk, the composer-historian, Though
their mothods differed; all three are eqﬁau;v concerned with finding a
way oub of what they fell was the impasse of N:i:net@eni;h-nccantury musice
These men were contemporaries of Picasso and Braque, and thely musical
canpositions have meny of the same aspects as Cubism, and were motivated
by similar forcas,

The scholarly Viemmese, Arcold Schoenberg, revelubtionized modemmn
harmony with his “welve~tone system," which he evolved during the years
of the First World War, The twelve tone or serial music is compositicn
based on a row or serles of twelve tones arranged in any order the cone
poser decides upon, This muy be campared to the simultaneity of Cubianm,
The tones may be used sucsessively (as melody) or simuliancously {az in
harmony) bub each of the twelve should be wses prior bo any one of tham
recurring, Tha row iy be iﬁver’tada in retrograde, etc, Each of the
twelve notes is of equal value, and nome more important than another as

in the major - minor gyshtemn, As a rule, listeners will nob be able to
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distinguish the tone row and its varlations; what they usuwally hear is
an csffeﬁt of aural "welghtlessnasa® of music quits unrelated to the
music familiaxr 1;,0 thean,,-,

‘Scheenbargls pre-1910 compositions, though gentle prophecies of
his harmorde revcﬁj;a“cion;. sounded "wrong" enough to provoke a series of
vprears in Viennese concert hallse Newspapers attacked the composer as
& fanatic of nihilism end dis integration,  The "Chamber# Symphony of
fifteen solo »ins*’arumen‘bfs was nicknamed the chamber-of-horrors Sym--
Pho! ny." His Three Pilano Pieces, Opus 11, was the subject of a mocking
review by bhe Bexilin cribic, Walter Dahms: '"First a chlld taps the
piano aimlessly, then & deunk smashes the keys like mad; and at the end
someong seats hirm%gal.f + o o on the keyboard."<l

Critie Hevry ¥Finck of the New York Erening Post interpreted

Schoenberg's new style as merely a bid for publicity: UHe was ignored
tntil he b_égan to smash the parlor iumif;ure@ throw bombs, and hitch
toge't-hér ten pianclas all playing different {wnes, whereupon everybody
began to talk about him." Richard Strauss opined that Yonly a psychis-
trist can help poor Schoenberg ncw, w2

We are reminded here of similar reachions to Ficas so's firvst

Culdism painting, Les Demoiselles d*Avis:n,one ¥atisse declaz;ed that

Picasso was trying to ridicule modern art, (iecrges Braque could only
say that Plcassc was asking them to exchange Ftheir usual diet for one

of towl (apd paveffin.” Another noted painter, dndre Beraing prophosiers

2lprederick V. Grunsfeld, The Story of Great Music: The Fﬁrlv
Twentieth Cmtury (New Yc:rk, 1997 )5 ps 324

22Thid; p. 32
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that Plensso would be so crashed bv his failure that %one day *m .JhaJLL
i‘md Pable has hanged h:,ms\,ll bahind his grest r,qnvw‘ "*‘3

Schoenbex'g?s prewar operas were perfectly attuned to the dawn of
the Pre \:GJ & 0rd, and most of .‘%",he:i.r characters are dream figurss Just
graduated from the wiconscicns, Die Gl‘ucﬂicke Hand (%The Hand of

Forbune," 1913) is a2 succession of dreamlike wouencec' sbout & modern

s life, The text by Scheenberg, was aubobiographical, pub to-

e mth the honesty And clumsiness of the yictures he was now

Cpainting -~ pov traite and sketches which s he remarked proudly, ware

%
Y niehly praised by experts in the field. w2k

Schoenberg's serial wuslic in the last half of this century, Like

Ficagso's arbt, still appsals only to those who understand it -« chiefly

c“ -

SHose w}m have mada & gbudy of the modern movements, What matiered was
not how the piece was made, bub the end product -- a new sound,
Igor Stravinsky, & brilliantly inventive composer from 8t, Peters.

burg, dropped his first bombshell on music with bis Eite of Svring in

1913 ~ a ballet that gave audiences btheir Inibial tasie of the s
power of percussion.

| The main spring of Stravinskyts a1t is rhythine. He was a lender
in the revitalization of Furopean rhychm,c‘ sbyice It ds significent
that hie first grest success was won in the field of ballet, where
rhytim is allied to dymamic body movement and exprassive

is rhythm of waparalled thrust and 'ténsim*aﬂ

%Px'i.cleazms Pe 536

QJ&szei”‘aﬂhd, PPSe 3233,
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conbrolled, Ualts of severn, eleven, or thirteen bsats, a continual
shifting from one mster to another, the dislocaticn of the accent by

means of intricate patterns of syncopation, These and kindred devices

=

revolubionilmed the tradibionsd concepls,

The Rite of Spring was written at the instigation of Serge
Diaghilev, the famous director of the Russian ballet and one ofv the key
ilgw e in Twentisbh~Century avt, TFaced with the necessity of present-
ing & new’ ‘and sensablonsl beileb evéry year, and ever sensibive to what
was new and “c,;acu*t,“ he decided to eapitalize on the current interest in
Cpeimiti vé‘\‘?aﬁ-o While dananese printe had inspired painters in the
- 1880¢g, Africon wulowr and. masks now captured the abtention of the
artié't.ic worlde The rude disbortions and simplifications of the magks
desply t‘;mu.,a»cd Gorpan paiubers such ag Kirchner and Marc, as well as
Picasso and Braque, then young Cubists in Parise<s

The t:z.mo was right, 'Lhcm, to exp. L.mit this dim past in ths theater,
and Diaghilev waz the man to do it, He chose a uew team, this time,
with Stré,‘rl.ns}w Zor the musie, Nijinski for the chorecgraphy, and
Roerich for the sevi;:,.ngﬁ and costuwnes, Ths theme was the religious rite

of prehistoric man in propitiation of spring, cwiminating in human

The reaction of the opening-night audience has besn recounted by

Hanson:
The audience scon tock sides, those whe wers shocked at the

ballel opposing those who were in favor of it, Soon duchesses

25 Peter S, ha.n um, fm_ Introduction to Twentieth Century Music
(B‘OStUll’ 1961.), e «,)a
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were attacking their neighbors with their evening bags, and
dignified bearded Frenchumen were having fist i’ight,w f1’1033-~--:
who were not physically engaged were screaming, either to show
their disapproval of the ballet or teo show thelr disapproval
of those who were vocal in thelr disapproval., A few moments
after the opening curbtaln, pandemonivm reigned, and no ons,
nob even the dancers on the stage covld hear the msic,
Nijingli stood in the wings shrieking out the rhythumlic pattern
80 thai, the dancers could have soms Lhmg to dance to.R0

What stirred this audience to such.violenca? They v:fere_brepelled
by the utber lack of charm and prettiness of the ﬁrodustion, Ballet
had bezen traditionslly colorful and gorgeousg with b»eatrt‘fif‘ul dancers in
mag;nificéht costumes portraying characters in s i’d::.z;y' taley, all to the

.

gsound of "chayming mweic, There was none of this in 'th Pm*: £ Spring,

The dancers were dressed 3n dark brown burlap sacks and their gesturas
wers rough and angwlar. Ths music was shatter:.ng,b' dissonant and the
rhytimic 1ife of the score was brutal, It, seemed as if the very foun-

dations of music and all of the culbured refinements of ages were being

27

attacked,

The date of the Rite of Spring - 1913 ~ is significant, It was

written Just before the cubbresk of World War I, and perhaps tho viow
lence of the music foreshadows the destruction end carnage which was
about. o begin, Stravinsky, liks Picasso, throughout his caresr has
refused to go on repeating himself, With inexhaustible avidily he hae
tackled new problems and pressed for new solutions, His various
periods are neceasary sbages in a continuous evolublon howard grezber

parity of style and abstraction of thougnb,

26Ibid3 Pe 4,

2’-"H_&\.nscm,,\ Yo 46,
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Bels Bartok, the taciturn Hungarian composer, found the s?imﬂus
for a similarly fierce new music‘ among the largely iLl.i‘berate folk
singers of the Balicans, like the Cubists; he s;zught out the prinitive
as an escape fron praditionsl. art foris. The Magyer bagpiper and the
Buthenian washerwoman taught him in effect, 't;hat- there vas an inexe
haustible range of tonal possibiliities beyond the limited spectrum of
traditional harmony. Working.with their songs 3; he saild, "freed me from
the tyreanical rule of the major and minor kpyse It bccame clear to me
that the old modes, which had been forgotten in owr music, had lost
nothing of their vigor. n20

The induebrial civiiizetion of the early Twentieth Century, which
mx.; a great influence upon the Cubist lpainter leger, alsc affecbed the

camposers of this period, George Antheil's Ballet Mechanicue of 192

s

set the ‘styls for a decade of exuberant experimentation, It is scored
for four rpianos, xylophones,; percussion and aixvplane propeller, A

Russian modernist, Alexander Mossolov, devoted a symphonic episode to

the wonders of a Steel Fouudry. Henry Fordls automobile production
Jine is dmmortalized in Frederick Shepherd Converse!s orchestral fam-

tasf,r, Flivver Ten Million.<7

One.of the first tasks of the New Music was to shake off the bure
den of a tradition that was no longer fruitful., The Twentieth Century
had to assert its independence much as an adclescent has to rebel

against his parents, The revolt was twofold, Composers nob only had

28 )
Grunefeld, p. L7.

29Ibid; pw 30@ .
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to free themselves from the dopination of thelr jmmediate predecé#%brs,
they also had to fight the romanticlsm within themselvéso Likewise,
Cubism, or the modern movemsnt in art took shape as a violent-reaction
against everything that the Niﬁeteenth Century had stood for, The
pull-away from ronanticisn was the crucial issue throughout the first

part of our century.



JI¥, LITERATURE

The writcrs of the early 1900's, just as the Cubist painters;
were interested in a new way of seeing man and nature as oppdsed to the
paste |

In victorian 1:'93c=éz*a.t.x,u*e the characters were cliche — dull,
gtandaxdized and irrclevant to actuwality, or the "now." During this
new ©ray human and social progress becane all Important - uost of all
the progress of the individual, The Twentieth-Century writer was try-
ing to say nI11] tell it as I see it." The reaction of the general
public to ";hi:é type of literature péralleled the reaction to Cubism.

It was ab first negabtive, uneasy about accepting new standards, or the
possibility of no standards. The Victordan Age had inhibited the crea-
tive a','r't.ists s wribers as well as painters, Individual thought during
this era was not important; rules and traditions had to be accepted,
During the early Twentieth Century the positlon of the individual in
social thought was elevated,

The first two decades of the 1900%s introeduced a new era of crea-
tive thinking, Frominent intellectuals 4began asking probing questions,
As a result, the creative man was stimilated to even greater creative
efforts, World War I had a dynamic effeet vpon abtitudes toward 1ife,
The sensi’ci\fe person began to look upon it as a duy Lo day ewdstence;
hence 1ife as a temporal thing, Artists and writers wanted to be free

to express themselves as individuals, The Cubist; as well as the early

Twentisth- Snt,m"y writer began to take a more subjective approach to
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life and thought. Reality or what lay beneath it all became more im-
pertant than sum g appearaunce, soclal illusion, or the ideal.

Just as Ploasso shifted his point of view, so did James Joyce, .
T, 5, Eliot, Archibsld MelLeish, Williem Faulkner, and E, B Cummings,
These men are among the wribers who ey the foundation for the writing
of the 1960's,

The wiorks of James Juyes (1882-1941), aroused both high praise
and loud vidicwle, dJoyes :d,e'fre.,'i.opcd to ite greatest extreme the "stream

o~

of c(;nsc,xomnc-g" style ¢f writing for which Gertrude Stein and

Virginia Woolf are alse noted, In u\lCh books as A Portrail of the

Artist as a Young Man, Juyes atlempted to show the exact thoughts that
nove through one xanls mindg and in this manner convey a deeper ilnﬁres-u
sion of the ind.:‘t,v:i.dt's.él as & complete persone

This style required the writer to use many uvnsuval words and sen-

-tencs forms, such ass

Stephen heard his father's voice break into a laugh which wae
almost a sob. .

--He was the handsomest man in Cork &t that time, by God he
was! The women used to stand to lock after hdm in the street.

He heard the sob passing loudly down his father's throat and
opened his eyes with a nervous impulse., The sunlight breaking
suddenly on his sight turned the sky and clouds into a fantag-
tic world of sombre masses with lakelike spaces of dark rosy
light, His very brain was sick and powerless, He could
scarcely interpret the letters of the signboards of the shops.
By his monstrous way of life he gecmed to have pubt himself
beyond the limits of reality, Nothing moved him or spoke to
him fram the real world unless he heard dn it an echo of the
infurdiated cries within him. He couvld l“f’spﬁﬂd o ne earbhly
or human appeals; dumb and insensible to the call of summer and
gladness and campanionship, wearied and dejected by his
father's voice, He could scarcely recognise as his own
thoughts, and repeated slowly to himself:
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-~I am Stephen Dedalus, I am walking beside my father whose
name is Simon Dedalus. We are in Cork, in Ireland, Cork is a
city, Our room is in the Victorla Hotel., Victoria and Stephen
and Simone Sinon and Steplen end Vietoria, Names,

The memory of his childacod suddenly grew dime, He tried to
£ A%

call forbh gomo of its wivid mements bult could not, He recalled
only names 39
This techuigqus may be related to the faceting or simuitaneity of
Cubiem, The complete whole ig made up of many subordinabte parts, all
equal. in importance, In this manner a deeper concept of the subject is

pertrayad,

oG Wells sadd of A Portralt of the Artist as a Young Man when

At was first published dn 19162
It is a mosaic of jagged fragments that does altogebher render
with extreme completeness the growbh of a rather secretive image
inative boy in Dublin, One believes in Stephen Dedalus as one
believes in few characters in fiction.3+
One of the best known postwar poets was T. S. Eliot, His experi-
ments in diction, style and versificabion revitalized English poetry,
and in a series of literary works he shattered old orthodoxies and eres-

ted new,

In 1922 Eliot published The Waste Land, the poem by which he first

became famous, This expressed with great power the disenchantment, dis-

L= GV
Allusionment and disgush of the postwar pericd. This poem is written in

a manner similar to the approach of the Cubist artists,

Here is a poem (it has been ealled a beiled down epic) of cole
Japse; of fragmentation; the vase of the old order, with all its
uncertainties; ite patierns, systems and placings, has fallen

303zmes Joyce, A Portrait of the Artish as a Young Man (New York,
1916), pp. 92-93.

31lInidy p. 2554
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upon the marble and has broken Inbte a thousand pJ.ecem, Nine-
tenths of them ate missing, yst each of the remeining pleces is
exact, bright and delicabely articwlabted as Eliob Jjuggles all
of them into a significant kaleidoscope:

YMr, Bugenides, the Swyrna merchant
Unshaven, with a pockeb full of currants
Celofe Iondon

=-Madame Sos 1‘; s famous clairvoyante, who

Had a bad cold, nwvertheless
- Is known to be the wisest woman in Europeg
Y With a wicked paclk of cards.

—ifhe cockney lady Jm the pubs
L J

I can't help it, she mmg pulling a long face,

Itts them m,l s L ’:omg Yo bying it off, she said,

{Shets had five already, and new]y died of young
George. )

The chemist said it would be all right, bub I've
never been the same, e

You are & propsr fool, I said,” <

The readers of the eaxly lQOO'v lacked the equipmentd to undere
stand Eliot; they were used to a well-ordersd logic in verse {or at
least the appearance of one),; with clesrly marked logical connecbions.
This was not Elilot's way. His method was. to Juxbapoze appavenlly dise

comected passages and leave the reader to swpply whatever logleal or

emotional connectlons might be implicit belwesn them, This technique

may be secn ab its simplest In those passages of The Waste Land in

which the past is seb against the present - much to the disadvaniage of

the latte_r;

The river's tent is bioken: the lash fil’lgs rs of leaf
(lutch and gink into the wet bank, The wind.

(roszses the brown le.nd 2 unheardg The uymphs are departed,
Sweet Themesy, run softly, till I end my song.

B”Tke Ccnm.qs Lnrvclormdm ot Ibdcrn Wordd Iiterature, ed,
Geoffrey Grigson {New York, 196 53 )5 P 13.L.,.,
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The river bears ne enpty bottlesy sandwich papors,
Silk handkerchiefs, cardboard boxes, cigareile ends
Or other testimony of suwarer nightse The nymphs are depart c>d.
And their friends, the loitering heirs of city directors;
Departed, have left no addressges, 43
By the waters of Lemen I sat down and wepb . » o

In every way The Vosbe land broke with the posb-romantic tradi-
tion of the Mineteenth Cenmtury, Ellotis was an herolc; necessary, yet
net altogether desirable step towards that ipure poebry" which poets
secmn alvays to have soughl,

Medern literature hav been greatly aflfacied by the Industrial
Re'zfoluti;bn, Wew, fast wmesns of transportation, an increase in educas

) 7]

tiomn, and chea printing c¢osts have broken dovm literary barrie

8
shrcoghout the wordld, More people read than ever before, The works of
each nation are read in other countries, Literary styles spread vapid-
Yy are copied, and then die oul, & style which might havs lived {fifty
years in & former age now dies out in i‘a_ve yearse The pace of litera-
ture has followed the pace of our society, resulting in greater will-
ingness of authors 'Lo e.xperment with netw forms of wr;.tw,n., snd new,
abstract ideas,

The poetry of E, E. Commings (who signed his name e, e. Cumnlogs)
way be correlated with Cubism, Cumuings broke all rules of traditional
verse including tradiidenal sbandards for capitalization, prOps poctic
punctuation, and nommal sentence order, He wrote posms very spontane-

ously with unabashed frankness and no afterthoughh,

On the page, Cummir 1gs! poems lock unliks any obher poeng, Quite

ql {n)
331, s, Bliot, "The Waste Iand: ITT. The Fire Sermon," Collected

Posns (New York, 1@30) De 78,
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early he began 1o rely heavily o typographical devices: parenthesiss
words divided or run togebher; lines broken artificially (so that, for
instance, a l.n.nﬂ may begin with a coleon or in the middle of a word);
capital lettors in the middle of words for emphasis (e.g. s1EEping),
Als0 he sometimes used words like "surely" or "exactly®, in the manner
of Greek particles, to emphasize the adjacent words, So, in its ex-
tremist form, a Cuumings poem looks like a house of type which the poeb
has begun®to build and whizh the reader must finish:

in Juste-

spring - when the world is mud-
Juscious the little

lame balloonman

whistles far and wee

and eddieandbill come

runing from marbles and
piracies and it's

spring

when the world is puddle-wonderful

the queer
old balloonman whisbles
faxr and wee

and bettyandisbel come dancing
from hep-scolch and Jump-rope and

it's
spring
and
the
goat~footed
balloonian  whistles
far
and
ree3h

3hpan. Engle, "E, B, Cummings,® Frading Modern Posbry (I1linois,
lq65) PP3s 113“1114‘0
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Like the Cubism of Picasso and Brague, the work of Cummings is
esséntiaJJy personal, a private message offered £rom himself to the few
who can receive'ifbé His inbterest was in "making® rother than in the
tlrd.;rig made,

The literary artists of the early Twenbieth Centwry as well as
ﬂhé C.“ubisb’pain'bers were examining the central problems of illusion and
rezlity, Is i‘eality in the mind of the beholder, or is it whabtever ap-
pears on the pages of a book,; or the surface of a canvas? Man was try-;
ing to establish rules for determining his own identity. The keynote
wo.s quesviong discover for yourself who you are through individual irne-
\}esti.ga'bicng Por the first time the creative person could sit down and
do his coun bthing.? The literaturs of ﬂhe early Twentieth Century nir.

rors the life of the times as closely as the literature of perhaps any

other period,



CHAFTER V
SUMMAKY

Art in the high school should provide students with a meaningful
apportunity for selfwexpression, During adolescence, skills become in-
creasingly important, and thé’creative approach chanées from an uncons-
scions créction to one done with eritical awareness, High school stu-
‘dents are eager to give their thinking an intellectual backinge They
need koowledge, guidance, and the freedom to make their own creative
decisions,

The ‘study of Cublsm pyovidés the framework for a creative exper-
ience in an area of art associabed with an intellectuel movemert in
history; not only does it have historical roots, but it is a dynamic,
continuing condition today. The student may drew from the past, obe
serve the present, and thenvproceed with his own individual creabivity,

Art educaﬁion should allow the student freedom to grow as an in-
dividual--to develop the maturity necessary o meke wise decisions,

The study of Cubism provides this opportunity,



A Selected Bibliography

Canady, John, Mainstresms of Modewn Art. New York, 1965,

Elioty Te S, "The Waste Iand: II1I. The Fire Sermon," Collected
Poemz. New Yerk, 1930,

Engle, Paul, "E. E. Cunmings," Reading Modern Poebry. Tllinois, 1955.

Grigson, Geoffrey, The Concise Fncyclopsdia of Modern World Litera-
ture. New York, 1963,

Grout, Domald Jaye. A History of Western Music. New York, 1964.

Grimefeld, Frederick, The Story of Great Music: The Farly Twentieth
Gentury., New York, 1907,

Habasque, Guy, Lubism, trans. Stuart Gilbert, Farlsy, 1959.

Hanson, Peter S, An Introduction to Twentieth Century Music. Bostong

Joyce, James, A Portrait of the Artist as a Young Man. New York,
1916,

Lowenfeld; Viktor., Creabive ang Menbal. Growth. 3rd ed., lew York,
1957,

Muller, Joseph-~Emile., MNudern Painting IV: Cubists to Early Abstract
Painbers, New York, 1965, : :

Marvay; Peter and Idinda, A Dictionary of Arh and Artists. 3rd ed.,
Great Britain, 1963, ' ‘

Prideaux; Tom, "Cubism," Life, Dec, 27, 1968,

Stranss, Ernest G, "Albert Einstein,® The Enecyclopedia Americana, X,
New York, 1969. ' '

Other Sources Consulted

Ottman, Jack, Social Science Department, Reynolds High Scheol,
Ramer, Richard, English Department, Reynolds High School,

Schmale, Fred, Music Department; Reynolds High School.



APPENDIX A
RESULT OF THESIS

As a result of interest in this thesis, a team teaching wunit in
the humenities is being orgenized for nexb year (1970-71) at Reynolds

High School.



APPENDIX B

CUBIST COMPOSITIONS BY THE AUTHOR

(1969-70)
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