Chapter 35
THE DEVELOPMENT OF MODERN ART

The Early 20th Century

Summary:

This chapter continues the discussion regarding the developments of the nineteenth and late eighteenth centuries. The industrialization and urbanization of the nineteenth century becomes international capitalism, which, in turn, gradually changed the focus of both Europe and the United States.

The scientific methods, which began in the late eighteenth century, continued with the twentieth century and led to more significant discoveries. The colonialization of the nineteenth century in Sub-Saharan Africa and Oceania did, in fact, impact the art world. With these developments came problems, which lead to two World Wars.

The early years of the 1900s illustrated a society in turmoil, so many new discoveries and great wealth, led to problems on a grand social scale. The societal problems were reflected in the art world. Twentieth century artists were commenting on the “state of being” by creating works that were non-objective, abstract, or nihilistic.

Artists were becoming the visible documentarians of the early years of the twentieth century. Their work mirrored the dissatisfaction that society, itself, felt. The economic advances, the assembly line, mass production allowed for capital to be more widely dispersed. Entrepreneurship allowed for ventures in commercial enterprise that had the chance of becoming successful or failing. Such runaway markets did lead to the Great Depression that was felt worldwide. The scientific discoveries were not just limited to the physical or life sciences.

This is the period of Sigmund Freud and Carl Jung and the development of psychology, which allowed for explanations into the irrational and rational. This is also the century that saw the end of an imperial dynasty in Russia to be replaced by the Communists. This political entity had been guided by the strategies of Lenin; the former Tsarist Russia was to be replaced by the Soviet Union. This is also the century that saw, repeated, a world war, which involved all of Europe and the United States. This is the century of the “super powers”. The artists chronicled all these events; they visually contextualized the philosophies, the psychology, the social upheavals and triumphs of the early twentieth century.

I. Lecture Model

A number of strategies can be used in assessing the century and the work that was produced. Some methodologies, which might be useful in order to pose potential explanations, are the social approach, semiotics, and formal analysis. The social approach can be used to illustrate how the twentieth century artist responded to the environment. No longer were artists commissioned to create works in response to the needs of a particular group, for example, the Roman Catholic Church and its Counter Reformation response. Now artists created their own dialogs and definitions to explain their work. They were able to react and respond in the visual context to situations that intrigued them or they felt deeply. Semiotics can assist in understanding the image, as it exists in the process and its functions. It allows one to use “signs” and the theory of the signs to gain an understanding of the work through interpretation and explanation. Formal analysis describes the works, its morphological structures rather than historical theories or metaphysical interpretations.

1) The twentieth century is replete with “isms”. The student is introduced to “Fauvism” a movement or style that was a creation of the 20th century. The artists who were practitioners of this new style were completely independent of the French Academy. They were declaring their independence by using the color legacy of Vincent van Gogh and Paul Gauguin. These artists used color as part of the structure of the figure as well as the expressive format. Matisse’s Woman with the Hat 1905 (33-1) is an exemplar of this style.  Paint appears to be not only indiscriminately but also furiously smeared across the canvas; the lady’s hat is a riot of color. The artist has even covered her face (his wife, Amélie) with color, outlining her features; green crosses her forehead in a bold stroke and continues down the right side of her nose. Color becomes expressive and delineates the figure, in this case the face. The bold color and brush strokes indicate the inheritance of Vincent van Gogh and Gauguin. The strong brush strokes of Vincent’s Starry Night 1889 (29-35) can be seen in Matisse’s Woman with the Hat as well as the vivid color from Gauguin’s The Vision after the Sermon or Jacob Wrestling with the Angel 1888 (29- 33). 
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 Matisse’s Woman with the Hat 1905
What impact did these artists and their art have on the art world at that time? Their contribution can be said to have been the liberation of color. Color could now be the entire focus of the work; it no longer performed that one function within the context of a canvas. This style also allowed the artist to become more assertive in his or her pursuit of individual expression. The Fauves demonstrated, no matter how short-lived, that autonomy could be pursued and maintained. It could be argued that they did indeed set the stage for the next development. These two early decades of the twentieth century saw great change in the art world as well as society at large. The European mood was one of middle class nicety, good feelings and bonhomie whether it was real or not; this was the public face.

In the art world the literary aesthetics of Symbolism was still very strong and the emotion of the fin-de-sìecle was also strong, so the impact of the Fauves was a startling moment in the avant-garde. They did make a break with the current trend. They opened the doors for more experimentation, perhaps not as clearly defined as their search for individuality.

Occurring at this same time, but in Germany, was the movement toward expression. The first group to form, Die Brücke, conceived of itself as the bridge from the past to the future. They wanted society to return to the “primitive emotionalism” of the primordial state. Similar to the Fauves, Die Brücke artists found a close affinity with the works of Vincent van Gogh. The also came to appreciate the color of the Fauves, while not incorporating the vibrant color into their work, the Fauves liberated the German

Expressionists from the confines of a restrictive palette.

Also an important influence on the German Expressionists was the collections of primitive art found in the Ethnographic Museum of Dresden.The leader of this group, Kirchner, was influenced not only by the Fauves but also by Munch.
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In his Street, Dresden 1908 (dated 1907) (33-4), shows the Germanic appeal for deeply expressed emotions. The figures move forward and back within the canvas, the dark color and bold application present a menacing confrontation. The canvas is fraught with emotion.
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Emil Nolde was invited by the Die Brücke artists to join them; his invitation was based on his work in similar areas. In his St. Mary of Egypt among the Sinners 1912 (33-5), it has been suggested that the artist used the blunt features and strong color to create a feeling of “primitive emotion” and this was, in turn, based on his familiarity with the Dresden ethnographic collections. The strong, coarse features of the characters in figure 33-5 are not typically European. Nolde was more interested in showing the raw emotion of all peoples, using the strong, bold features he saw in the Dresden collection. 

The same primitive, tribal quality that is seen in the Tatanua mask from New Ireland (31-6) or a

Malanggan mask is the essence Nolde was aiming for in St. Mary of Egypt among the Sinners. This was the Magdalene before her conversion and Nolde wanted a harsher representation for that theme. The dynamic influences from the primitive world allowed for more latitude in this artistic experimentation. These cross-cultural amalgamations created a more exciting visual work.

The second German Expressionist group was the Der Blaue Reiter (The Blue

Rider) which had a greater impact on later generations of artists. One of the founders,

Kandinsky, sought to use color expressively to create the dematerialization of the object, to become one with the canvas.
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33-6, Improvisation 28 1912

Color, form and line became the components for this activity. He created the first truly non-objective work seen in figure 33-6, Improvisation 28 1912. 

This group, Der Blaue Reiter, was not a formation of artists following similar stylistic trends, but rather, a group of artists who were enthusiastic about experimentation and opposed to the Academy. The non-objective work of Kandinsky is not seen in the work of Franz Marc. 
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 Fate of the Animals 1913 (33-7), Franz Marc
In his Fate of the Animals 1913 (33-7), Marc created a jagged pattern using color for emphasis. The emotion is violent and harsh; the surface of the canvas is shattered by the sharp strokes of color, the reds and blues draw us, the viewers, to look closely at the work. The work is reflective of the period, World War I is looming on the horizon, and Marc is responding to this atmosphere. The jagged quality of the work is expressive of the times; the turmoil within German society was the precursor of

the coming War.
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Cubism represents the turning point in pictorial representation. Picasso and Braque were the most important proponents for this new “ism”. Pictorial representation was now fractured into shapes and forms. In Les Demoiselles d’Avignon 1907 (33-9), Picasso created a view of a world gone mad. The ladies are shapes existing in shallow space, contorted and distorted, yet they represent the world view, for intersecting the canvas are the faces of the primitive world. Just as Nolde had been influenced by his visits to the Ethnographic Museum in Dresden, so Picasso found inspiration in the Musée de Trocadéro. The Sub-Saharan African objects he saw caused him to look anew at art and to re-evaluate his personal creative processes. This re-invigoration of the creative spirit illustrates the impact the primitive world had on Europe.
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 Newspaper, Pipe, and Glass (33-13),

Georges Braque working at the same time as Picasso also followed this new and innovative style. In 1913 he created Newspaper, Pipe, and Glass (33-13), a new variant on the theme of Cubism. This slightly different style is called Synthetic Cubism and the artists working in the manner would use collage to create their images. Different materials were used to create a new medium, cut paper and objects were being incorporated into the canvas to become part of the creative process. Braque used mass-produced items to create his vision; the public’s reaction to this work was not sympathetic or supportive. The innovative use of non-traditional materials was reconstructing the visual world and now the lines of illusion and reality were merging. The art world was mirroring the change and turmoil that was also being felt in European society at this time. World War I (1914-18) was coming closer to realization. This discontent and animosities within Europe were becoming more vocalized and soon they would draw the entire world into conflict.

Futurism was being developed side by side with Cubism. Modern technology and speed fascinated the artists who followed this style. They, as their contemporaries, were disenchanted with the Academy. But they supported the destruction of traditional institutions, considering them obsolete and ruinous. The influence that Cubism imparted to this movement is more emphatic than the impact Cubism had on German Expressionism.

Italian art in the 19th century was lethargic and lacked innovation, in the early 20th century, young Italian artists rebelled against this torpor. The innovative qualities that Cubism exemplified became a focal point for these artists. However, Futurism was not initially conceived as a visual art form, it was a literary creation. 

Futurism adopted such a destructive manifesto; perhaps due to the inertia of the Italian art world, that it had a short life. Nevertheless, the focus was technology and speed, both ideas can be seen in the

following works. 
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Umberto Boccioni’s Unique Forms of Continuity in Space 1913 (33- 20), presents the action of movement and speed slowed to a physical manifestation captured in a three-dimensional work. The figure appears, as if in slow motion, yet the strides are going forward, the essence of speed translated into a still form. The geometric shapes of the figure show the inheritance of Cubism.

[image: image9.jpg]



Another artist fascinated with motion and speed was Giacomo Balla. Dynamism of a Dog on a Leash 19112 (33-19) delineates the dynamics of movement, the extra steps the small dog must take in order to keep up with its owner, are shown in the repetitive strokes of the brush, clearly showing the movement of the quick trot of the dog. 
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 Gino Severini Armored Train 1915 (33-21
The attraction for technology can also be seen in the work of Gino Severini. This artist also celebrates war as a vehicle for change.   In his Armored Train 1915 (33-21), Severini creates an image of high-powered death and destruction, the cylinders and the circles emphasize the illusion of power and steel moving through the landscape in pursuit of the enemy. 

Toward the final years of World War I, another phase developed in the modernist movement. Dada became a statement made by these artists of the total annihilation that this war spawned. Dada evolved in a number of European cities as well as New York, but the underlying theme of Dada was a reaction against reason and logic. These artists believed that the world had fallen into a pit of negativism and destruction and the only salvation was to depend on the irrational, the irrelevant and the absurd.
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 Marcel Duchamp, Fountain 1917 (33-23)

These themes or ideas can be seen in the work of Marcel Duchamp, Fountain 1917 (33-23) is another statement on the mundane quality of the early twentieth century world. In keeping with the pessimism of the current state of the world, Duchamp has taken a utilitarian object from its generally understood use and created an “art object” by conferring such a status on the object. He has taken a manufactured object (urinal) and by modifying its presentation has “created” in the Dada sense an art object. This intellectualization of the creative process had a profound effect on subsequent generations.

The Dadaists in Berlin also created the same sort of non-images that Duchamp had immortalized. Their work continued the same nihilistic pessimistic focus; but they also emphasized the satiric in their society. The political climate in post World War I Germany was one of defeat and great resentment against European victors, France and England and the Treaty of Versailles in particular, which had been negotiated at the Paris Peace Conference (1919-20). This resolution was so restrictive and punishing that the German people felt they had been betrayed by their leadership. The pace of life in Berlin became frenetic and superficial.
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 The Armory Show (33-28) held in New York in 1913
In the United States prior to its entry into World War I, an exhibition was arranged to show the works of both American and European artists. This exhibition’s impact on the American art world was major, explosive and controversial. Showed the works of Marcel Duchamp, Matisse, Kandinsky, and Picasso just to name a few of the European artists and the show also exhibited the works of American artists such as Childe Hassam, John Sloan, Alfred Mauer, Joseph Stella. 
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 Duchamp’s Nude Descending a Staircase 1912 (33-29)
This exhibition allowed the artists and the public to become aware of the new movements in art. For example, Duchamp’s Nude Descending a Staircase 1912 (33-29) shows the synthesis of two styles, cubism and futurism. Even as controversial as this work was, it allowed the American art world to see the variations of work occurring in Europe.

Two American artists, Walter Kuhn and Arthur B. Davies organized the Armory Show; another American who catalyzed these early years was Alfred Stieglitz. In his gallery “291” he showed the latest work being done in the United States and Europe, another introduction and sharing of images and ideas. Stieglitz also created images with the camera, which impacted the art world. His work was expressive and emotional, political and social. He made photography not only a journalistic

endeavor; but also, a creative effort on par with fine art.
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In his The Steerage 1907 (33- 30), Stieglitz has created an image that is crowded with not only shapes and people; but it also becomes a statement on class boundaries and the bigotry of the times. The diagonal slash of the white drawbridge creates a barrier between the two sets of passengers; Stieglitz has moreover caught the evocative distinction of the two levels of societal strata.
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A photographer who created beautiful images was Edward Weston. In his Nude 1925 (33-31), Weston has used the camera to produce a thin line of light on the shadow of a naked back. He has constructed a landscape on the body, nullifying the sexuality of the individual. He has stripped the body of identity and actualized a pattern of light and shadow. His print has become an art object by intensifying the dialog between the viewer and the art object.

The Harlem Renaissance was a short-lived period, which flourished in Harlem, New York and focused on the arts. This movement celebrated Black people and their capabilities. The Harlem Renaissance showed the African American as accomplished both in creating these arts and representing them. These artists used their training in the same way as their white counterparts. They chronicled the era; they celebrated themselves as artists. The African American artist Aaron Douglas participated in the Harlem Renaissance as a visual artist who made a concerted effort to integrate himself within the context of his racial heritage.
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In Noah’s Ark c.1927 (33-35) Douglas has used a modified version of synthetic cubism to create a geometric image. The sharp angles and jagged edges create a vision of the biblical story. He has also peopled his vision with figures identifying them as African Americans.

Another “ism” which arose in the 1920s was Surrealism. This movement expressed itself by using the inner reality; it was all experience. The intuitive and subconscious were the areas the artists explored. The world of fantasy, of dreams, of the psyche, these are the environments the Surrealists investigated and painted. 
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 The Children Are Threatened by a Nightingale

1924 (33-45)
Max Ernst, a German who served during World War I and who came away from that experience changed forever. Prior to his service in the army, Ernst enjoyed moderate success as an Expressionist. His venture into the Surreal world contextualized the images making them ambiguous and mysterious, for example, The Children Are Threatened by a Nightingale 1924 (33-45) responded to his service during World War I. The image is at once threatening and absurd, his retort to the war.

The foreground contains a small building-safe on the right and a gate that goes out of the frame and into that ambiguous space between the frame and the viewer. The button-doorknob draws our attention because of the red, the ambiguity of the figure on the roof of the building-safe offers paradoxical explanations, is he attempting to lock out the nightingale? Or is he attempting to lock himself in? The dilemma presented is part of the Surreal position; the viewer is purposefully kept off balance.
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Salvador Dali’s Persistence of Memory 1931 (33-46) shows another image from the Surreal style. This work also shows the ambiguities and chimerical creatures that are part of the Surreal vocabulary. The timepieces limply hang in the landscape; the pocket watch in the foreground is covered with ants. A flaccid timepiece also covers an amorphous figure, floating in the blank space of the landscape.

What is the meaning? The title of the work is meant to confuse and contradict; but it could be suggested that the artist is perhaps, speculating on the quality of time itself. Could he be suggesting that time moves along at no pace? Or could he be suggesting that time moves quickly when there is a pace, the only timepiece not showing time is the pocket watch and that is covered by ants. The symbology of the ants could be referencing the industriousness of the creatures and the absolute pursuit of their goal, stocking for the coming winter. He could also be commenting on the frenetic pace of society itself, moving on, blindly pursuing time and no purpose. 
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 Object (Le D ′ejeuner en Fourrure) 1936 (33-48)

Meret Oppenheim created the fur-lined teacup known as Object (Le D ′ejeuner en Fourrure) 1936 (33-48). The comedic quality of a teacup lined with fur creates an incongruity that is at once humorous and tactile. The Surreal quality is a serendipitous magic and the juxtapositioning of opposites, a teacup and fur, neither having a relationship in functionality.
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 The Two Fridas 1939 (33-49)

The psychological portraiture that Frida Kahlo favored can be seen in her The Two Fridas 1939 (33-49). She has documented her life and struggle with ill health, the result of a horrific bus accident. In this portrait she has portrayed herself twice, hands clasped and both hearts exposed, joined by the artery connecting the two Fridas. 

Could the artist be indicating the chaos in her life as a result of her ill health? Or is she stating her need for her husband, Diego Rivera, to remain faithful to her, his wife? The Frida figure on the left is garbed in a typical Mexican wedding gown of the time; Frida and Diego were married in 1929. The Frida figure on the right is garbed in an eclectic Mexican costume. Is she suggesting the duality of her nature, wife and Mexican woman? Or is she suggesting her character and personality, wife and Mexican and artist? This is the ambiguous nature of Surrealism.

NEW CD DISK CHPT 33.2

Constructivism

Europe was ripe for another massive confrontation, the Treaty of Versailles caused great resentment in the German population. Russia had undergone a catastrophic revolution and the annihilation of the Romanovs, the royal family. The new government, the Communists, renamed the country the Soviet Union and in the beginning there was an effort to use art and artists to promote the ”new revolution” for the people. This new art form, Constructivism was used to promote the avant-garde ideas that made their way into the former Russia. 
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Suprematist Composition: Aeroplane Flying 1915 (dated 1914) (33-52),

Malevich welcomed the revolution, he wanted the old traditions purged and the new ideas hailed. In his Suprematist Composition: Aeroplane Flying 1915 (dated 1914) (33-52), Malevich is using the colored squares and rectangles to create a sense of flight and a plane. The shapes move across the canvas as if in flight, the nonobjective quality of this work suggests flight rather than an actual depiction. Unfortunately for the avant-garde Russian artists, the new government was not amenable

to the ideas promoted by these works. The government wanted an art form that would clearly and unequivocally show the people the State is working diligently and accomplishing much. The art the Soviet Union supported was restricted to clear and figurative works which glorified the State and its members. In other words, the State wanted art that was propagandistic and political in nature, Figure 33-74.[image: image22.jpg]
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In the 1930s that same sensitivity that was occurring in Europe was also shaping art in the United States as well. Art was becoming a tool to be used to stress important political points or a social agenda. Picasso created a powerful work, Guernica 1937 (33- 73) that presents a graphic and forceful mural detailing the destruction of the Basque city of Guernica. He has memorialized this event and has created an effective political statement on the Spanish Civil War; in fact, this work was so well received, that some Americans joined in the fighting of the Spanish Civil War.
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 33-75 DOROTHEA LANGE, Migrant Mother, Nipomo Valley, 1935. Gelatin silver print. Copyright © the Dorothea Lange Collection, The Oakland Museum of California, City of Oakland (gift of Paul S. Taylor).

Dorothea Lange used her eye to make political and social statements; she created a memorable image, a photograph, documenting the misery of the Great Depression in the West. Caused by poor farm management, greed, and a series of catastrophic weather events, farmers had to abandon their fields and land and move elsewhere in search of better times and work. In her Migrant Mother, Nipomo Valley 1936 (33-75), Lange has shown the viewer this mother with her children, worried and strong, bearing the strain nobly. As trite as that phrase is, it does fit into the context Lange created with this image. It became a powerful testimonial for social reforms and assistance. Art worked in unison with the government to create an image that initiated a positive response from the people.
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 33-77 JACOB LAWRENCE, No. 49 from The Migration of the Negro, 1940-1941. Tempera on masonite, 1' 6" x 1'. The Phillips Collection, Washington.

Another artist, JACOB LAWRENCE, also worked in this “political” vein. Lawrence’s work, especially his The Migration Series, details the invisibility African Americans suffered during the first half of the twentieth century. He recounts in visual text his own experiences living in New York City. He speaks eloquently to the “coming up” of Black families migrating from the South to New York City seeking better economic circumstances and leaving behind a social climate of discrimination. However, Lawrence does focus on the discrimination the African American found in the big cities of the industrial North. In No. 49 1940-41 (33-77), Lawrence illustrates the continuing discrimination the African American found in these cities as well. The rope down the middle of the restaurant separates the white customer from the black customer. The angularity of the lines creates an atmosphere of hostility and isolation, no one sharing a moment or a smile. The customers sit isolated at their tables on both sides of the rope. Perhaps the artist is also commenting on the disconnection one finds in a large metropolitan city as well as the isolation the African American found due to skin color.
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 33-80 JOSÉ CLEMENTE OROZCO, Epic of American Civilization: Hispano-America (panel 16), Baker Memorial Library, Dartmouth College, Hanover, ca. 1932-1934. Fresco. Copyright © Orozco Valladares Family/SOMAAP, Mexico/Licensed by VAGA, New York, NY.
The Mexican muralists also used their art to document the history of conquest and its aftermath. In Orozco’s Epic of American Civilization: Hispano-America c.1932-34 (33-80), the artist uses a strong vertical figure centered, yet separating the mural into two halves. This figure reminiscent of Zapata makes a statement on the current political atmosphere in Mexico. The armed revolutionary stands alone against the corruption of the powerful and the money-grubbers. The artist is speaking of his perceptions as he sees them and he is using his art to create a vision of the incorruptible nature of the Mexican peasant. 
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 3-81 DIEGO RIVERA, Ancient Mexico, from the History of Mexico fresco murals, National Palace, Mexico City, 1929-1935. Fresco.

In Diego Rivera’s mural for the national Palace, Mexico City 1929-35 (33-81), the artist has drawn from the great fresco traditions he was familiar with during his European schooling. In the same way, Michelangelo and Raphael (22-13 and 22-17) created images to carry a story; Rivera has created images to tell the history of Mexico. His lifelong commitment to Communism also committed him to creating a history of Mexico and using it almost as a teaching tool in order to show the people their rich ancestry and the harsh conquest of Mexico by the Spaniards. 

He created murals that illustrated this history. In Ancient Mexico (33-81), he is depicting the history of the Aztecs in Mexico City; Rivera has the people performing their daily activities as well as the wars the Aztecs fought. He has created a vision of life before the entry of the Spaniards. 

In the United States the Regionalists sought to create a history of the more modest accomplishments of the community.
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 33-78 GRANT WOOD, American Gothic, 1930. Oil on beaverboard
In Grant Wood’s American Gothic 1930 (33-78), the artist has sought to embody in the portrait the strength of the American Midwest farmer. The purposeful stance and no-nonsense facial expressions indicate a resolute commitment to the land. It has also been suggested that Wood was also making a political statement regarding the American character.

This period of the 1920s and 1930s laid the foundation for the turmoil, which was to come, World War II. In the 1930s many artists had to flee from the political climate Germany had elected. Adolf Hitler and the National Socialists formed alliances both within Germany and without. Hitler and the Nazis carefully went about creating the Aryan myth and the avant-garde did not conform to this image. The Soviet Union became a partner with Germany and perhaps their insistence on a “realist” presentation in art influenced Hitler and his minions to follow the same pattern. This negative reaction against the avant-garde artists in Germany forced them to immigrate from Germany and eventually to the United States with the ever-expanding threat of war embroiling Europe once again in the twentieth century.

EARLY TWENTIETH CENTURY ARCHITECTURE

2) Early twentieth century architecture also explored the ideas developed by painting and sculpture. The nature of the discipline, however, does not lend itself to too many experiments. Experimentation in architecture revolved measured space and the best way to utilize space as an enclosure and as a dynamic plastic containment. 

[image: image29.jpg]


 33-56 GERRIT THOMAS RIETVELD, Schröder House, Utrecht, the Netherlands, 1924.
The work of the Dutch architect Rietveld in the Schroeder House in Utrecht 1924 (33-56) shows the containment of space. The architect has created clean straight lines and shapes for this house. Light and shadow move across the surface of the house creating more patterns of light and dark, thus shifting the contour and shape of the house itself.

The Bauhaus was a comprehensive art, architecture and design program developed in Germany under the directorship of Walter Gropius. This was to be an academy that taught the principles of design and how they relate to art and architecture. The school taught that craftsmanship was an essential component to good architecture and that design was a fundamental component for any art or architecture. 
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The Shop Block of the Bauhaus 1925-26 (33-59) shows clear and clean lines of basic design as developed by Gropius. The wall of windows opens the interior space of the Shop Block, the crisp lines of the exterior faςade enhance the complexity of the glassed surface and still maintains simplicity of design. As Gropius himself stated architecture should avoid “all romantic embellishment and whimsy”, Gropius has met this dictum, yet he has not allowed the structure to become static and cold. 
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 33-60 MARCEL BREUER, tubular chair, 1925.
That same elegant simplicity can be seen in a chair (33-60) Marcel Breuer developed while at the Bauhaus. This chair reflects the mandate of the Bauhaus as well, good design married to good craftsmanship. 
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 33-64 LE CORBUSIER, Villa Savoye, Poissy-sur-Seine, France, 1929.
The architect Le Corbusier (Charles-′Edouard Jeanneret) also followed the dictum of simplicity and functionality. In his Villa Savoye 1929 (33-64) we see a relationship with Rietveld’s Schroeder House (33-56). 

The geometric shapes used in the Villa indicate Le Corbusier’s observance of simplicity and clean line. He has even lightened the effect of the house by opening the ground floor and drawing in the outside environment. 
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The American architect William van Alen worked on the Chrysler Building in New York City 1928-30 (33-65). This skyscraper has the clean lines and functionality that Gropius promoted but it also has the decorative element of Art Deco, a new design style. The pinnacle of the structure has rounded arches used as decorative elements combining the organic with the verticality of the building itself. The verticality is balanced by curved elements crowning the very top floors; the overall design is pleasing and functional, after all this building was a tribute to American commerce and business savvy.
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 33-66 FRANK LLOYD WRIGHT, Robie House, Chicago, Illinois, 1907-1909.
Frank Lloyd Wright, an American, had a great impact on the architecture of the twentieth century. He designed houses that became part of the landscape, they became one with the landscape. In his Robie House 1907-09 (33-66), Wright has opened the roofline of the house to the surrounding landscape. The roof is cantilevered over the various interior components, creating deep shade for the interior spaces, yet this shade also plays along the faςade of the structure itself. The horizontal line created by the long roofline is counterbalance by the chimney.
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 In the Kaufmann House (Fallingwater) 1936- 39 (33-68), Wright has gone even further in engaging the landscape with the structure. The structure shows the shapes closing and opening, the horizontal and vertical lines are more pronounced in this house. The house fits into the environment and does not conflict with the countryside; Wright has even used the water to act as a complement to the structure and the landscape. Thus we see the artists of the early twentieth century using social contexts and the environment to create and explain their world, they are reacting to the tensions and horrors as well as the great discoveries. They are using the entire world, East and West, primitive and civilized to learn from and use in their own personal journeys in the creative processes.
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