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Centres and Peripheries



‘The history of European art has been largely the history of a number of centres, from
each of which a style has spread out. For a time, whether short or long, this style
dominates the art of the period, turning in effect into an international style, while
remaining metropolitan at the centre and becoming more and more provincial as it
reaches the periphery. A style docs not develop spontaneously over a large area . It is
the creation of a centre, a single unit that provides the impulse. The centre may be
small, like fifteenth century Florence, or large, like Paris before the war, but it has the
self-confidence and coherence of a metropolis.

Sir Kenneth Clark, Provincialism (London, 1962) p. 3



Main Art Centres in
Europe, 1400 — 1900

According to standard
accounts of art history

e.g.

Fauré, Histoire de l'art .
: |

(1921)

Henri Focillon, Art of the
West (1938)

Gombirich, Story of Art
(1950)

Germain Bazin, A Concise
History of Art (1958)
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Renaissance ltaly

The major centres:

* Florence
* Rome
* Venice
* Naples
 Milan

Giotto (Florence)
Donatello (Florence)
Botticelli (Florence)
Masaccio (Florence)
Raphael (Rome)
Leonardo (Milan)
Bramante (Milan / Rome)
Michelangelo (Florence / Rome)
Bellini (Venice)

Titian (Venice)

Vasari (Florence)
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Defining Centres

‘One could indeed define the artistic
center as a place characterized by the
presence of a large number of artists
and important groups of patrons who,
moved by various motivations — be it
their family or self pride, their wish for
hegemony, or their quest for eternal
salvation — are ready to invest part of
their wealth in works of art. This latter
point implies evidently that the center
must be a place where considerable
surplus wealth flows in, which can be
directed toward artistic production.’

Enrico Castelnuovo and Carlo Ginzburg,
‘Symbolic Domination and Artistic Geography in
Italian Art History, ‘ Art in Translation 1.1 (2009)

p.9/’



The ‘centres’ of European modernism, 1870 — 1939 The ‘peripheries’ of European modernism:
* Paris * Prague
 Berlin  Budapest
* Moscow * Warsaw
* Vienna (until 1918)  Madrid
* Munich * Bucharest
* Rome / Milan * Helsinki
* London * Vienna (after 1918)
 Glasgow

The peripheries of the peripheries:

Bratislava
KoSice
Athens
Salzburg
Edinburgh
Szentendre




Symbolic Domination ....

‘... the forced adoption of stylistic and
iconographical models from the center; the
elaboration by the latter of differentiated
style codes, some aimed at the center, and
the others at the periphery; the pillaging of
the symbolic goods of subjected lands; the
exodus of the best talents from the periphery
toward the center, and the drift toward the
latter of works carrying a high symbolic
potential.

Castelnuovo and Carlo Ginzburg, ‘Symbolic
Domination and Artistic Geography,” p. 26




The ‘Master — Slave’ Dialectic

(from Georg Hegel, The Phenomenology of Spirit (1807)

Stages of development of consciousness:

1. Desire, where consciousness is directed at things other than itself
Master-slave, where consciousness is directed at another conscious being

3. Universal self-conscious, where a conscious being recognizes itself in another,
equal consciousness.

1=



The Myth of the ‘Master — Slave’ Dialectic
1. At first, a conscious being tries to treat another conscious being like an object
that it can achieve mastery over

2. A struggle arises between two conscious beings and eventually the winner
demands recognition and subordinates the other

3. For Hegel, this is a failed relationship, since recognition of mastery is achieved
through compulsion

4. For Hegel, true self-consciousness arises only through free and mutual
recognition of two conscious being



Significance of the Myth of the ‘Master — Slave’ Dialectic

1. A model for understanding social relations (they are always based on conflict
and demand for recognition, e.g. Marx’s notion of class struggle)

2. A model for understanding racial and colonial relations (e.g. Franz Fanon,
Black Skin, White Masks [1967] argues that due to colonial oppression, white
colonizers are not fully self-aware)

3. A model for understanding centre-periphery relations in art history
(Piotrowski argues that the centre does not know itself due to its refusal of
recognition of the ‘periphery’)



Symbolic Domination

* Hungarian Fauvism



* Exhibitions at Museum
of Fine Art, Dijon
(2009)
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HUNGARIAN FAUVISM (1904-1914

1ot e City Hall of Brussels
!§ (2010-11)
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L: Claude Monet, Poppies at Argenteuil (1873)
R: P4l Szinyei Merse, Poppies in the Field (1902)



L: Pal Szinyei Merse, Luncheon in May (1873)

R: Edouard Manet, Déjeuner sur I’"herbe (1863)



Attendance at Académie Julian (1901-7) in Paris by
young Hungarian artists, such as:

Dezs6 Czigany

Béla Czobel

Csaba Vilmos Perlrott
Robert Berény

Some also study at the Académie Matisse (1908)

Exhibit in Paris at the Salon d’automne and the
Salon des indépendants.

Frequent visitors at the Salon of Gertrude Stein in
Paris



Académie Matisse

1907 - 1911

Hungarian students included:

Géza Bornemisza
Vilmos Perlrott-Csaba

Vilmos Perlrott-Csaba
School of Painters (1907)



Karoly Kernstock —
Portrait of a Young Girl
(1909)

Desz6 Cigany — Actress with
Yellow Hat (1907)



L: Paul Signac
The Port of Saint Tropez (1901)

R: Georges Seurat
Les Poseuses (1888)



Béla Czdébel — Street in Paris (1905)



S o sl
Jozsef Rippl-Ronai — Park with Nudes (1910)
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Paul Cézanne, Les Grandes Baigneuses (1894-
1905)

Odén Marffy
Composition with Nudes (1909)



Vilmos Perlrott-Csaba, Nudes in the Open Air (Eden)
(1909)

Henri Matisse, Bonheur de vivre (1905)
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MODERN ART IN
EANTERN EUROPE

FROM THE BALTIC TO THE BALKANS, ca. 1890-1939

pared the way lor the next wave of Western art. As
early as 1905 at Nagybanya, Béla Czobel, Lajos Ti-
hanyi, and Sdndor Galimberti had sensed in the
work of Paul Cézanne a productive path for Hunga-
rian painters. Believing that Cézanne’s art herald-
ed the beginning of a new aesthetic era, they and
others turned away from the pleinairism of their
teachers and called themselves neoimpressionists.
Their social platform — indebted philosophically to
the emerging German expressionism, especially that
of Munich - affirmed also a stylistic affinity with

‘ & T &

French fauvism, as evinced by Vilmos Perlrott Csaba
in the brilliant hues of his Bathing Youths (Fig. 331),
its composition stemming from the work of Cézanne
and Matisse. Advocating a return to a freer and at
times even “primitive” style of art and life, Perlrott
Csaba and his contemporaries were persuaded that
the only effective way to introduce into Hungary
the modernism they sought was to absorb it at the
source. Thus, between 1905 and 1907, there was a
virtual flood of young Hungarian painters into Paris,
many by way ol Munich. Those who returned to




Symbolic Domination

e (Czech Cubism



L: Pablo Picasso, Guitar and Violin (1912)

R: Picasso, Woman and Pears (Fernande) (1909)



Emil Filla, Head (1912)
Bohumil Kubista, Smoker (Self-Portrait) (1910)




In two other paintings of 1908, Kubista revealed
the excited atmosphere in which he worked. A view
of an interior (Fig. 12) and a rendition of a sunflow-
er (Fig. 13) have the thick impasto, emphatic linear
brushstrokes, and saturated hues of Vincent van
Gogh's canvases as well as their emotional charge.
His still lifes (Fig. 14) and landscapes of about 1909
take their premise from Cézanne but transpose the
Frenchman'’s classic balance of form and structure
into a new color key of emotional tension. By that
time Kubista had absorbed and harnessed the vola-
tility of the previous year and now represented him-
self as a figure of consummate spiritual force (Fig.

MODERN ART IN
EANTERN EUROPE

FROM THE BALTIC TO THE BALKANS, ca. 1890-1939

PRIZE

15). The perfect complement to Filla’s enervated
Reader of Dostoyevsky (see Plate 2), Kubista’s repre-
sentation is of a figure of powerful will — one whose
self-confidence and conviction appear to exceed
those even of Arthur Schopenhauer (Fig. 16), Os-
ma’s intellectual icon. In lieu of the strong contours
carefully built up to describe the philosopher’s phys-

iognomy, a spectral aura surrounds the painter’s
self-image, emanating through expressionist flashes
of yellow gold pulsing around his eves, along his
nose, under his mouth, and on his cheek. Stressing
color contrast, free brushwork, and irregularity ol
outline, Kubista enhanced the emotional directness
of his image while demonsirating his rejection of
academic conventions.

S. A. MANSBACH
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L: Bohumil Kubista, Train in the Tunnel (1913)
R: Kubista, The Hanged Man (1915)




Picasso
Still Life with Co
(1914)

=

e "_""':,:g-'!\,,
§ OURNES
= AR

e




L: Juan Gris — The Table (1914)
R: Picasso — Bottle of Vieux Marc, Glass, Guitar and
Newspaper (1913)




Vincenc Kramar, Cubism (Brno, 1921)

MAELADEM MORAVIED-SLEISKE REVUE ipa

‘anc Kramar (1877-1960)



Josef Chochol
Apartment block, Vysehrad, Prague (1914)

Josef Chochol, Vila Kovarovicova, Prague (1912-13)




Jan Koula, Modern Czech Architecture and its Development in the 20th Century (Prague, 1940)
Karel Teige, Modern Architecture in Czechoslovakia (Prague, 1930)




kubismus

Proti povaze a duchu Kotérova a Loosova dila, a proti ndzoriim, o néZ se
priace opirala, za€ina sc jiZ asi kolem r. 1910 hlasiti uréity protiproud,

akce, kterd se v Praze projevi velmi samost
zaj ' . . ¥ 1& blud ikolou kubistické hitekturv
“‘. imavou, pltb to, Z2€¢ VvV zasade Judnou skKolou KuDIsticRe arciute A.UI_".
Proti dekorativismu a folkloru secese i proti utilitarismu a racionelnim, kon-

struktivnim tendencim dila Loosova a Kotérova pfichdzi kubismem ke slovu
naprosty a Cisty formalismus. Kubistické architektufe éeské, na rozdil od ma-
teridlového pathosu vrstevnickych 8kol fiSskonémeckych a lehké dekor i
eklektické elegance videnské, jde pfedeviim o plastiénost a pohyb hmot. Proti
Semperovu a Wagnerovu uréeni dila jakoZto resu ity (felu, materidlu a
techniky zdlraznuji kubisté ,neschopnost” a ,neplodnost” utilitaristického sta-

iska a nutnost abstraktni, duchové, dramatické a dynamické formy v archi
tektufe. Proti konstrukci, raciondlnosti a (felnosti postavena jako regulativni,

nentdrni a primérni idea tvaru a dynamickd komposice hmoty. Proti racio-
nalismu a ryzi tektonice Wagnerovy €i Berlageovy &koly, kterda byla oznaco-
vidna jako vyplod antického ¢&i renesanéniho ducha, hlisa se at k baroknimu
mysleni, a snad i k barokni formé, pro jeji dramatiénost. Stard Praha, nikoliv
Praha renesanéni a klasickd, ale Praha barokni a snad také gotickd, poutd opét
pozornost architektii. ,, Klubem za Starou Prahu" hlisand povéra o baroknim
geniu loci Prahy mi obnoveny tvér. V barokni Praze nalézaji kubisti¢ti archi-
tekti silné prostorové a dynamické dojmy Zacind se namitati, #e wa rISmMus
a vilbec tendence moderni konstruktivni architektury se do této Prahy nehodi,
Ze jsou prili§ suché a stiizlivé. Kubisti¢ti architekti, uzndvajice svou poplat-
nost baroku, vytykaji wagnerovské architektufe vlastné totéZ, co pfed 15—20
lety ji vytykal krajné konservativni kritik dr. F. X. Harlas, jenZ pordZel tehdy
novou architekturu heslem skutefné populdrnim, totiZ také ,starou Prahou"
a neshleddval v Praze viibec mista pro moderni stavby. Je zvI1as osudu
slySime-li po letech podobné namitky od autorq, ktefi se domnivaji byti arch
tekty modernimi . .

Pfednimi pfedstaviteli kubismu v €eské architektufe jsou Pavel Janik,
Josef Gocéar, Viastislav Hofman, Josef Chochol a Jifi Kroha. PfenaSeji prin

i

Pavel Janak (1913): N [ v Viastislav Hotman (1917): N
M ol 3 g

zacaté na rozhrani stoleti Berlagem, bratry Perrety, Wagnerem, bylo v té dobé
tickymi a individualistickymi
stilu, \'\_.'fl-'\l‘.]-:r.'m dekoratérstvi van de Veldeova k-i_\'! tyto mnr.i_\' \-\'\L‘t‘.rzl_\'.
uchylovala se stfedoevropsk4 tektura bezmocné zpét do niZin eklekti
cismu a akademické tradice. V té d byla Praha ohniskem vzniku a rozvoje
nové architektonické formy. Teoretikové oéekdvali, Ze z architektonického
kubismu vyvine se tu novy slohovy dGtvar. Tento sloh, s naivni virou oéckavany
ktery viak nemél nikdy pfili§ nadéje, Ze viibec bude existovati, poutal svou
v\"_':'?‘m_-l_':;unt: a _,:i|,;'.:,.1:.".ou. v dobé urdité stagnace, zajem ciziny. Paul Fe
ve své knize ,Der Expressionismus” zminuje se s uzndnim o nové praiske

kubistické architektufe. Casopis ,,Montjoie!"”

redigovany zesnulym bédsnikem

statuje, #e vyvoj architektury, viude stagnujici, pokrauje svo
bodné v Praze. Chronologicky pozdéjéi nel experimenty feskych autoru, nic-
méné v podstaté (plné paralelni zjev objevil se v Pafizi r. 1913 na ,Podzimnim

Salonu“: sochaf Duchamps-Villon vystavoval tu navrh plastického praceli:
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NCIRQUECU B!
MODERNLE |

¥ pr Tour LE JTONDE/

MEHCEREU

LES AUGUSTES
TCHEQUES! DIRECTEUR:
ALEX. MERCEREAU

Zdenék Kratochvil, Le plus grand cirque cubist, Umélecky
meésicnik (1914)

‘Only the institutional entanglement of the creative work
of the four architects with the activities of the artists
involved in the Prague Skupina speaks in favour of using
the term ‘Cubism’ in connection with Czech architecture
from the period after 1912.

... it has a paradoxical consequence: it devalues the
originality and conceptual depth of Czech ‘modern art’
and reduces it merely to being a marginal articulation of
the convergence of the Prague periphery and the Parisian
centre!

JindFich Vybiral, Cesky kubismus na trhu symbolickych
statkl in Michal Novotny, ed., Kubismus v ceské
architekture. Sto let poté

(Prague, 2013) p. 18 and 19



Horizontal Art History
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A hotizontal art history should begin with the deconstruction of vertical
art history, that is, the history of Western art. A critical analysis should
reveal the speaking subject: who speaks, on whose behalf, and for whom?
This is not to cancel Western art history, but to call this type of narrative
by its proper name, precisely as a “Western” narrative. In other words, 1
ailm to separate two concepts which have usually been merged: the

concept of Western modern art and the concept of universal art. Western
art history can thus be relativized and placed next to other art historical
narratives — in accordance with the horizontal paradigm. The consequence
of such a move will be a reversal of the traditional view of the relationship
between the art history of the margins and that of “our” art history (read:
of the West).

Piotrowski, ‘Towards a Horizontal Art History’ p. 54



Some principles:

* Approach the ‘center’ from the viewpoint of the periphery ‘the marginal observer sees that the
center is cracked’

* Critique the ‘canon’ and ‘style’: both of these are not as uniform as the ‘center’ imagines
* ‘A canon is always an effect of an analytical and historical construction’ (p. 55)

* Dismantle the opposition between ‘universal’ (i.e. French / German / US) modernism and
‘national / local’ (i.e. Czech / Polish / Hungarian / Slovak) modernism

* Relativize the center — ‘French’ modernism is also a ‘local’ modernism

* ‘Transnational’ art history - ‘negotiating values and concepts along other lines than the
opposition of the national versus the international’ (p. 58)
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