ARCHITECTURE IN MODERN PAINTING 
a study in absorption and reinterpretation
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It is a commonplace to-day that the modern movement in painting had its birth in Aix-en-Provence when Paul Cezanne embarked upon that amazing series of experiments which, through his medium, was destined to open a new chapter in the history of perception. For Cezanne, who " wanted to do Poussin over again from nature," created a. new material world for people whose vision had become too dulled to perceive the essential structure and quality of their physical surroundings. Where Gauguin created a world of exotic colourful personages-a world of sensuous escape and dark richness; where van Gogh strove to bring passion and movement within the confines of a coloured pattern, Cezannne worked on the calm dispassionate plane of the researcher who would establish a universal set of values, mid as an interpreter of the visually significant world in which we live. It is in this respect that the limited vision of Gauguin and van Gogh fell short of the generalised and broadly valid philosophy of Cezanne.

For Cezanne " the primitive of the style he initiated " is still, a hundred years after his birth, an influence and force in the schools of painting and architecture whose principles are closely derived from his teachings. The wilful misunderstanding of his work during his lifetime, though tragic in its personal context, did not submerge its significance but reflected the depressing level to which the movement towards " romantic revivalism " had sunk

" Nous sortons de Cezanne," Leger once exclaimed. And if it is not true of Braque, Picasso and Juan Gris it is most certain that the cubism implicit in Cezanne's work has achieved through Leger a deep significance. Ozeufant has described Cubism as super-Cezannism, and had Cezanne lived even longer it is likely that he would have extended the framework of his researches until the natural elements in recognisable contexts had been replaced by abstract arrangements Riving an interior and organised relationship independent of the accidental.

The " motif " which attracted him so often was fundamentally architectural.
The simple farmhouse or group of village buildings was the core around which he brilliantly constructed his planes of enclosure " The contour eludes me " is it phrase that echoes his painstaking efforts to " realise," but in this search for significant form was born the very alphabet of Cubism. Cezanne showed that the Provencal buildings had volume as well as surface, and although he worked in a medium of two-dimensional analysis, he found a new and vital meaning in the stature and structure of these three-dimensional entities.
Thus by transcription and inspired arrangement he formulated a series of organised demonstrations which drew their substance from architecture, and later through the work of others gave back to architecture the principles which had been absorbed. Using the simple dwelling as a medium Cezanne taught the architect the laws which had been forgotten. He showed that surface was significant in its definition of volume, and that the mutilated and perforated "walls" Which had come to be accepted by architects could enclose its only an incidental and imperfect manner. This lesson was not directly understood, and it was for the later masters of painting and architecture to interpret and apply its essential doctrines.

One can visit the scenes of Cezanne's labours in the surroundings of Aix. The beloved Mont St. Victoire to which he returned again and again; the rubble cottages with their simple pitched roofs and small windows; the crisp landscape marked by pines; the rocky outcrops; the stretches or classic grey-green scrub which must have delighted the Romans when they first set foot in the new country.
These form the background to his work; a common factor in all his essays to achieve the final perfection. One cart speculate on the element of chance which provided for him the perfect laboratory.
For here in the south of France Cezanne discovered the essential geometry of its vernacular building. He discovered what we all realise now -that the faculty of arranging forms to produce at one and the same time a simple dwelling and compelling plastic effect is the particular genius of the Mediterranean Peoples.

In the north the vernacular structure its wood merely achieves the picturesque. Even in the stone regions austerity and simplicity degenerate into dullness, but the small buildings of the Mediterranean display a harmony with their setting and an integral formality which requires evaluation in higher terms. Light is thin in the north and the wooden dwelling lacks primary surface.
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 SPAIN Cottage in the Province of Alicante
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  F RANCE
Provencal Landscape by Paul Cezanne
The emphasis is on detailed structure.
The attributes of security, tile battle for warmth and protection arc reflected in the traditional (and extremely interesting) forms which satisfy exacting climatic demands. But it is in vain that one searches for that classic simplification that imposed arrangement which reveals delight and not necessity. One must not expect a formality which can have no existence in a setting without light and colour. The traditional protection-arrangement of wood still echoes the emergence of man in his struggle against the elements. To it there clings a nostalgic association which is deeply rooted in the consciousness. It has the dignity of long usage; in its applications to the problems of shelter it shows the constructor working almost without mechanical resources, in the face of great difficulties. But it shows too that the user has not yet freed himself from the local and restricted functionalism of primary materials.
Northern stone buildings achieve durability and security, but little else. Even the many fine secondary elements of architectural form which have been devised as practical protective expedients are blurred by indifferent light and help but little the broad effect of architecture. The fretted surfaces of northern building attest to a striving for accent and modulation where there is no sunlight to create relationships on a bolder scale. The failure of such attempts is apparent in the dark multiplicity of Gothic detail which is the typical " wall surface " of the northern cathedral. What is understand​able in the chalet with its repetition of wood forms (a practical outcome) is merely perverse and wilful in a stone building.
In the substitution of projections for plane surfaces the inspiration of the craftsman is given free play, but the result is uncontrolled and without formal significance.
The climate is to blame.
The southerner whose temperament mirrors the sea and sky has plastically an enormous advantage over the more active but slightly frozen Nordic. He lives close to nature, and not
in conflict with
her. Under the sun
his surroundings take on a vividness that demands a counterbalancing repose -a withdrawing from play of form which stimulates and exhausts. His dwelling stands deliberate and separate from the tumultous pattern of nature. Against olive, vine and hillside, against the ever-changing model of the clouds, he needs a screen which will offset the restless fecund insistence of his surroundings. . . .
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S I C I L I A N   F A R M   B U I L D I N G S
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H I L L    T O W N   I N   W E S T   S I C I L Y

The white farmhouses which space out the Sicilian landscape, the cottages steeply deployed on the volcanic slopes of Aegean islands achieve a monumental simplicity. Prismatically sharp and detached, they are works of art, "pure creations of the mind." Singly they are fragments of a thesis; collected into groups as in the villages they are mass demonstrations, complex but formal in their rigid adherence to the rectilinear. Whether in Provence or Spain, Italy, Sicily or Greece, there is the same disinclination for the meretricious, the same instinctive " Cubism."

To Cezanne, then, goes the credit of " discovering " the geometric quality common to the vernacular building of the Mediterranean countries, and we may now consider the outcome of his painstaking and un-dramatic researches. I shall not attempt a discussion of the work of the intermediate painters who developed his theses and produced arrangements of varying interest. Let us turn directly to a consideration of the part which Fernand Leger has played in this great progression of " architectural " painting. There can be no doubt that the teachings of Cezanne impinged on Leger and, in spite of their inevitable sublimation in the course of his own development, through him played a determining role in the history of the modern movement in architecture.

For one can distinguish two main contributory factors in the contemporary movement. The significant arrangement of surface and volume into architec​tural entities of varying complexity and purpose; and the technique of structure in the material interpretation of these space concepts. The greatest single contribution to the establishment of surface and colour as attributes of architectural space has been made by Fernand Leger. In his experiments made before and during the Great War, Leger's work reflects a preliminary and violent research into the nature and arrangement of formalised "objects." The dictum of Cezanne-the proposition that nature can be resolved into the sphere, the cylinder and the cube-underlies his work, but that superb clarity of volume and quality of organisation which mark Leger as the master of twentieth century painting had not yet been achieved. Leger appears to have worked by an almost ineluctable compulsion, and with complete independence (of contemporaries) towards his goal.
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  G R O U P
N E A R   C H A M B O R I G A U D,   S 0 U T H   F R A N C E

In 1919, having worked for twelve years beside (hut independently of) the Cubists, he emerged from the diagrammatic, laboratory medium by painting the vast and significant " La Ville." Leger moves boldly into the restless arena of " la vie actuelle," and in the comparative chaos of post-war Europe reaffirms the tenets of Cezanne and startlingly extends the existing vocabu​laries of colour and volume into a new and universal fabric. Leger had worked as an architect before he started to paint, and it is indisputable that the architectural " bias in his work first gave direction to his researches, and eventually enabled him to play a directional and decisive part in the modern movement. We find in the monumental and architectural period of his activity (about 1919-1929) that his work never became solely the expression of a personal and internal vision as did that of Picasso and Braque. His work showed a preoccupation with, and formal interpretation of, the essential external realities of the contemporary scene.
" La vie actuelle "! 
To-day one can see in every field of industrial art the influence of Leger.
And through his enormously increased vocabulary of related colour and form he has influenced the post-war movement in architecture. Monsieur Teriade has justly said: " L'art de Leger est un art de l'espace. Il est par consequent tres pres de I'architecture." Fernard Leger himself says: "Je toe rencontre toujours et en tout avec Le Corbusier." His work is essentially non-literary​and objective-it has, in Paul Nelson's words, " cette qualite sublime de Fart antique: l'objectivite." The quality which is apparent in tile sombre but impeccably arranged " Grand Dejeuner " of 1921, in the " ; Odalisques" (1920) and in the " Mere et l'Enfant" (1922).
From 1924 to 1929 Leger occupied himself almost entirely with an idiom which was basically architectural. This involved a considerable " abstraction," and the human figure which so powerfully contributes towards the paintings mentioned above, is replaced by the " object " employed in compact and finite arrangements. These superb works, in which the lyrical is interwoven with the formal, in a manner which is entirely Leger's mark a development from the massively arranged volumes of the early twenties whose " plenitude silencieuse" can be paralleled only ill the archaic sculpture of Greece. The spatial aspect of Leger's work (even in the very early examples) is of profound significance. On analysis one perceives that it is the emphasis which changes over a number of years.
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PAYSAGE
ANIME F. LEGER (1921)
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PAYSAGE A LA COQUILLE F. LEGER (1929)

In turn the sombre greys and generally opaque colours of his immediate post-war work are replaced by the daring juxta​position of umbers, ochres, siennas, yellows and greys of the 1920-1924 group. Towards 1929 the colour vocabulary shows the use of primary colours arranged in comparatively large ungraded areas. A development which echoes and strengthens Leger's growing tendency towards analytical and planar expression in place of the predominating and directly suggested " volume." Thus the comparatively intricate pattern of the " Dejeuner," with its even colour scale, becomes ten years later a simpler architectonic arrangement, powerful and luminous in colour-and evoking in the onlooker a direct and extremely moving response. The " Paysage a la Coquille" (1929) is such an example. Here the volumic elements are reduced to a few forms -the architectural surfaces are formalised and no attempt is made to retain the same scale for the naturalistic objects. In 1921 the "Paysage Anime" related in a visual unity architecture and its surroundings. In spite of the simplification and " abstract " arrangement of the elements of this painting, it retained an essential reality. The " Paysage a la Coquille " dispenses with such an integral structure and Leger creates a new order of " objects in space,"
The emphasis which had been on the solidity of the architectural forms depicted has now undergone a change, and we are keenly aware of the space which surrounds the architecture. Leger is moving towards a wider and more universal interpretation of the materials of architecture. As the minutiae of his earlier paintings were diminished and resolved into fewer and bolder elements, we sense the parallel movement which took place in contemporary building. We see in each fresh experiment the demonstration of new laws of space-colour which can be translated into terms of architectural scale-and which resolve with almost mathematical economy the complex problems of space enclosure. One must not infer from this that the process of Leger's painting plays an ancillary role, nor that it merely points to new structural possibilities. Its influence is of a higher order. From the profound resources which nourish Leger s genius there springs a joyous lyricism, clear, sane, far-reaching; the indicator to a new mode of life and a new conception of the physical framework which conditions our existence.
It has been said that Leger is an " easier " painter to understand than Picasso or Braque. This is not the place to discuss the degree of understanding which it is necessary to bring to the contemplation of painting; but if the statement implies that Leger is more directly accessible -more fundamentally in tune with our perceptive faculties than either of his contemporaries -it is undoubtedly true.
Leger himself has said : " La vitesse est la loi du monde moderne; l'oeil doit savoir choisir dans la fraction de seconde. . . . " Only a fragment of the effect of his work can be conveyed in monochrome. To those who are familiar with his actual paintings, reproductions may recall some​thing of their vitality, something of their pattern, but they show nothing of the new world of colour which he has created for us.
During the past ten years Fernand Uger has progressed with sustained vigour and detachment even further in his interpretation of space. Ile moves beyond the restriction of arrangement in the recognisable world of our ordinary existence. As he creates the foundations of a new order we attempt an estimate of what he has done; it still remains for us to absorb and interpret his current teachings.
The writer was fortunate in seeing an exhibition of 70 of Leger's works at the Palais des Beaux-Arts at Brussels in 1938. 
The range extended from 1918 to 1937, and in authoritative opinion the selection is as representative as any previously shown.
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