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Notes 
¶ Each work is shown followed, optionally, by related images. This is followed by the talk itself 

(typically 3 to 5 minutes), followed by bullet point notes designed to answer possible questions. 

¶ Optional sections are shown in square brackets. All quotations are in bold and names are underlined. 

¶ In general, start with the title and the artist followed by a description of the work and end with a link 

to the next work of the theme of ΨArtist and SocietyΩ. Note that the tour question Ψ/ŀƴ ŀǊǘ ŎƘŀƴƎŜ ǘƘŜ 

ǿƻǊƭŘΚΩ has been dropped. Avoid dates, ƳƻǾŜƳŜƴǘǎ ŀƴŘ ΨƛǎƳǎΩ ǳƴƭŜǎǎ ŘƛǊŜŎǘƭȅ ǊŜƭŜǾŀƴǘΦ Only refer to 

another work if it helps explain the work being presented ŀƴŘ ƛŦ ŀƴ ΨƛǎƳΩ ƛǎ ƳŜƴǘƛƻƴŜŘ ƛǘ ǎƘƻǳƭŘ ōŜ 

defined in a sentence or two. 

¶ Forty-five minutes is only enough time to cover nine or ten of the above works. The extra works are 

provided in case a work is removed at short notice or a crowd surrounds a work and it is 

inconvenient to return to it. 
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Introduction 

1. Welcome to Tate Modern. My name is Laurence and I am your guide for the next 45 

minutes. 

2. I have a hearing loop for anyone that requires it and if you need a seat there are folding 

stools over there. 

3. We are in Tate Modern, named after Henry Tate, a wealthy nineteenth-century 

entrepreneur who made his fortune selling sugar cubes. In later life, he gave a lot to 

charity including what became Tate Britain and, about 100 years later, this building was 

opened to hold the ever-expanding collection. This building is a converted power station, 

called Bankside, and last year the display area was substantially increased with the 

opening of a ten-story extension called the Blavatnik Building.  

4. Tate Modern is one of the most popular international modern art gallery in the world and 

we have managed to keep our permanent collection free by charging for temporary 

exhibitions, some Government funding and the use of volunteers like me. Please help us 

remain free by having lunch here, buying a book or giving a small donation. 

5. On this side of the building, called the Boiler House, there are four permanent displays. 

Two on this floor and two on the fourth floor. I will be taking you through one of these 

called ΨArtist and SocietyΩ ŀƴŘ ǿŜ ǿƛƭƭ ōŜ ƭƻƻƪƛƴƎ ŀǘ ǿƻǊƪǎ relating to the role of the 

individual within society ŀƴŘ ŀǎƪƛƴƎ ǘƘŜ ǉǳŜǎǘƛƻƴ Ψ/ŀƴ ŀǊǘ ŎƘŀƴƎŜ ǘƘŜ ǿƻǊƭŘΚΩ 

6. We will be looking at about ten works that I have selected as a useful guide. The next tour 

starts 15 minutes after this one ends [and there is then a one and a quarter hour break 

for lunch]. I am happy to take questions as we go aǊƻǳƴŘ ǎƻ ƭŜǘΩǎ ƎŜǘ ǎǘŀǊǘŜŘ ƛƴ ǘƘŜ ŦƛǊǎǘ 

room. 
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Notes 
¶ The Founder. Henry Tate (1819-1899) was the son of a clergyman and set up his own grocery shop 

when he was 20. He expanded this to a chain of six shops which he sold and became the owner of a 

sugar refinery in 1859. This was 26 years after slavery had been abolished in the British Empire 

(1833) and 52 years after Britain had abolished the slave trade (1807). In 1872, Tate bought a 

German patent for making sugar cubes from Eugen Langen and it was this that made his fortune. The 

same year he opened a refinery in Liverpool. Towards the end of his life he gave money to many 

colleges, hospitals and founded Streatham, Balham, South Lambeth and Brixton libraries. In 1897, he 

ǎǇŜƴǘ ϻмрлΣллл όǎƻƳŜ ǎŀȅ ϻулΣлллύ ƻƴ ōǳƛƭŘƛƴƎ ǘƘŜ bŀǘƛƻƴŀƭ DŀƭƭŜǊȅ ƻŦ .ǊƛǘƛǎƘ !Ǌǘ όΨ¢ŀǘŜ DŀƭƭŜǊȅΩ ƛƴ 

1932), endowed it with his personal art collection of 65 contemporary paintings and gave it all to the 

nation. The famous portico was designed by the architect Sidney Smith. It was separated from the 

National Gallery in 1954. Tate Britain was extended twice by Joseph Duveen, an art dealer who also 

paid for an extension at the British Museum, and in 1987 Charles Clore funded the Turner wing.  

¶ Bankside power station was designed by Giles Gilbert Scott (1880-1960) who designed Liverpool 

Cathedral and many of the red telephone boxes. He was the grandson of the prolific Victorian 

architect George Gilbert Scott (1811-1878) who designed the Midland Hotel at St. Pancras and the 

Albert Memorial. The façade of the building is made from 4.2 million bricks. The chimney is 325 feet 

(99m) and was designed to be ƭƻǿŜǊ ǘƘŀƴ {ǘΦ tŀǳƭΩǎ /ŀǘƘŜŘǊŀƭ ƻǇǇƻǎƛǘŜ όоср ŦŜŜǘΣ мммƳύΦ !ǘ ƛǘǎ ǇŜŀƪΣ 

the power station generated 300 megawatts but it became uneconomic and too polluting and was 

closed in 1981. The turbine hall is 509 feet (155 m) long, 115 feet (35 m) wide and 85 feet (26 m) 

high. The conversion was carried out by Herzog & de Meuron at a cost of £134 million of which £50 

million was from the Millennium Commission. Tate Modern opened in 2000 and had become one of 

the most visited museums of modern and contemporary art in the world.  

¶ Attendance. According to Wikipedia and the Tate Annual Report 2014-15 the four Tate galleries 

received 7.9 million visitors and Tate Modern 5.7 million. The Louvre was number one with 9.7 

million, number two was the Metropolitan Museum of Modern Art with 6.1 million, the British 

Museum was number three with 5.6 million and Tate Modern was number four. 

¶ Extension. Within four years of opening our success meant we started planning to expand the 

gallery. This new extension, again designed by Herzog & de Meuron, cost £260 million and opened on 

17 June 2016. This ten-storey extension, now called the Blavatnik Building, increases the display 

space by 60%. Len Blavatnik ƛǎ ǘƘŜ ¦YΩǎ ǊƛŎƘŜǎǘ ǇŜǊǎƻƴ ŀƴŘ Ƙŀǎ ōŜŜƴ ŀ ¦Y ŎƛǘƛȊŜƴ ǎƛƴŎŜ нлмлΦ 

¶ Gender balance. Nearly 40% (38%) of the artists on display at Tate Modern are women and 50% of 

the monographic rooms are by women. 

¶ Management. The Director of the Tate is Maria Balshaw who was previously Director of the 

Whitworth (University of Manchester) and Manchester City Galleries, and Director of Culture for 

Manchester City Council. The previous Director, since 1988, was Sir Nicholas Serota (b. 1946). The 

Director of Tate Modern is Frances Morris and of Tate Britain Alex Farquharson. 

¶ Artist and Society. ΨThis wing is concerned with the ways in which artists engage with social ideals 

and historical realities. Though some artists associated modernism with a utopian vision, art has also 

provided a mirror to contemporary society, sometimes raising awareness about urgent issues or 

arguing for change. Whether through traditional media or moving images, abstraction or figuration, 

militancy or detached observation, all the artworks in this wing highlight aspects of the social reality 

in which they were made, and try to generate a reaction and convey a more or less explicit message 

to their publics.Ω 
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Rachel Whiteread, Demolished, 1996 (Room 1) 
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Rachel Whiteread (b. 1963), Demolished, 1996 

1. Description. The two works in this room are about the tower block in different social 

situations. The first is a set of twelve screen-prints of tower blocks being demolished in 

East London. The artist is Rachel Whiteread and she photographed each of three separate 

demolitions as a series of three stages from a single spot and, in addition, she took a 

single photograph of the context. The work is called Demolished and the photographs 

were taken between 1993 and 1995 [and the artwork is dated 1996]. 

2. The artist. Whiteread lived and still lives in East London, a historically poor area and she 

became the first woman to win the Turner Prize [of £25,000] for House [in 1993]. This was 

a concrete cast of the inside of a Victorian terraced house and, for the same work, she 

ŀƭǎƻ ǿƻƴ ǘƘŜ ϻплΣллл Y CƻǳƴŘŀǘƛƻƴ ŀǊǘ ŀǿŀǊŘ ǇǊŜǎŜƴǘŜŘ ǘƻ ǘƘŜ ΨǿƻǊǎǘ ŀǊǘƛǎǘ ƻŦ ǘƘŜ ȅŜŀǊΩΦ 

House symbolised the people who formerly lived there prior to the increasing 

gentrification of the area. She is well known as a sculptor who creates casts of the spaces 

inside, under or around many everyday objects such as baths, sinks and chairs. 

3. The meaning. Multi-storey buildings were introduced by urban planners in the 1950s as a 

utopian dream to replace sprawling slums with clean, modern places to live. By the 1990s 

there was an economic recession, high unemployment and social unrest and a wave of 

rioting took place in 1991 and 1992. It was a period known as ¢ƘŀǘŎƘŜǊΩǎ .ǊƛǘŀƛƴΦ 

Whiteread is recording the end of a failed urban experiment but she is also recording the 

ŘŜǎǘǊǳŎǘƛƻƴ ƻŦ ǇŜƻǇƭŜΩǎ ƘƻƳŜǎΦ Some of the photographs remind us of a war zone but the 

beauty of the screen-prints suggests hope for the future. Like her sculptural casts, they 

serve to record what she has referred to as 'something that is going to be completely 

ŦƻǊƎƻǘǘŜƴ Χ ǘƘŜ ŘŜǘǊƛǘǳǎ ƻŦ ƻǳǊ ŎǳƭǘǳǊŜ'. She is creating a memorial to the past in the 

hope of generating something better for the future.  

4. Can art change the world? As a pragmatic artist ²ƘƛǘŜǊŜŀŘ ǎŀƛŘΣ ΨI don't think art 

changes the world in terms of stopping people dying of Aids or of starvation or being 

homeless. But for an ƛƴŘƛǾƛŘǳŀƭ Χ ƛǘ Ŏŀƴ ŜƴƘŀƴŎŜ Řŀƛƭȅ ƭƛŦŜΣ ǊŜŦƭŜŎǘ ƻǳǊ ǘƛƳŜǎ ŀƴŘΣ ƛƴ ǘƘŀǘ 

sense, change the way you think and areΦΩ The images could be from any city and stand 

for social planning for the poor world-wide. I mentioned that some of these photographs 

remind us of a war zone. Let us turn to a work that represents an iconic tower block at the 

centre of a real war zone. 
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Notes on Rachel Whiteread, Demolished, 1996 
¶ Rachel Whiteread (b. 1963) was born in Ilford, Essex and studied at Brighton Polytechnic and the 

Slade (1986-87). Her mother was an artist and her father a geography teacher and lifelong supporter 

of the labour Party. She began to exhibit in 1987 and had her first solo exhibition in 1988. She lives in 

a former synagogue in east London with the sculptor Marcus Taylor and they have two sons. 

¶ Whiteread employs casting methods using plaster, rubber and resin which are typically used as part 

of the process of making sculptures rather than in the finished work. She makes sculptures of the 

spaces within, around aƴŘ ǳƴŘŜǊ ŜǾŜǊȅŘŀȅ ƻōƧŜŎǘǎ ŦǊƻƳ ōŀǘƘǎ ŀƴŘ ǎƛƴƪǎ ǘƻ ƘƻǳǎŜǎΣ ǎƻ ŎŀƭƭŜŘ ΨƴŜƎŀǘƛǾŜ 

ǎǇŀŎŜǎΩΦ ¢Ƙƛǎ ŘǊŀǿǎ ƻǳǊ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŦƻǊƎƻǘǘŜƴ ǎǇŀŎŜǎ ŀǊƻǳƴŘ ŀƴŘ ǿƛǘƘƛƴ ƻǳǊ ŜǾŜǊȅŘŀȅ ǿƻǊƭŘ ŀƴŘ 

fixes them in time as public monuments. The spaces around objects are normally occupied by human 

beings and so the solidified spaces become symbols for our human presence while refusing us entry. 

By removing the object and refusing its function the shapes express absence and loss. She says the 

Ŏŀǎǘǎ ŎŀǊǊȅ Ψthe residue of years and years of useΩΦ Her early work was personal and biographical but 

her later works have become universal and their titles have become straightforward, down-to-earth 

and descriptive. For Whiteread her sculptures are metaphors for neglect of people. 

¶ Whiteread was the first woman to win the Turner Prize in November 1993 for House (destroyed 

1994) a life-sized replica of the interior of a condemned terraced house in Bow in London's East End. 

It took two years to plan and was made by spraying liquid concrete into the building's empty shell 

before its external walls were removed. House was completed on 25 October 1993 and demolished 

eleven weeks later on 11 January 1994. House also won the K Foundation award of £40,000 for the 

worst work of art of the year. K Foundation threatened to burn the money unless it was accepted so 

she gave some of the money to Shelter and the rest was allocated to young artists based on a 

competitive submission. K Foundation burned £1 million the following year. 

¶ Demolished is a portfolio of twelve duo-tone screen-ǇǊƛƴǘǎΦ ¢ƘŜ ƻƴŜ ǎƘƻǿƴ ƛǎ ŎŀƭƭŜŘ Ψ.Υ /ƭŀǇǘƻƴ tŀǊƪ 

9ǎǘŀǘŜΣ aŀƴŘŜǾƛƭƭŜ {ǘǊŜŜǘΣ [ƻƴŘƻƴ 9рΤ .ŀƪŜǿŜƭƭ /ƻǳǊǘΤ wŜǇǘƻƴ /ƻǳǊǘΤ aŀǊŎƘ мффрΩΦ ¢ƘŜ ǎŎǊŜŜƴ-prints 

are divided into three groups, A (A: Clapton Park Estate, Mandeville Street, London E5; Ambergate 

Court; Norbury Court; October 1993), B and C (C: Trowbridge Estate, London E9; Hannington Point; 

Hilmarton Point; Deverill Point; June 1995). The prints were scanned from photographs of the 

demolition of tower blocks on three separate estates in Hackney, East London. Whiteread took the 

photographs between October 1993 and June 1995. The transfer to screen-prints involved enlarging 

the black and white photographs which has increased the grain. The stages of the demolition are 

recorded in the form of three photographs taken from the same spot. A fourth photograph on each 

site records a pile of rubble (A), a dust-filled stormy sky (B) and tower blocks on a sunny day (C). The 

A-series is visually neutral but B and C are reminiscent of war photographs. In the early 1990s 

Whiteread lived in East London, a historically poor area.  

¶ Margaret Thatcher was Prime Minister from 1979 to 1990 and when this work was produced John 

Major was Prime Minister (1990-97), followed by Tony Blair from 1997 to 2007. 
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Marwan Rechmaoui, Monument for Living, 2001-8 (Room 1) 
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Marwan Rechmaoui (b. 1964), Monument for Living, 2001-8 

1. Description. The second reference to a tower block is this accurate scale model of a tower 

in Beirut called Burj El Murr (see Visual Aids). The tower has thirty-four floors, seven 

basement levels and 510 windows. Construction started in 1974 but it was not finished 

when the Lebanese Civil War started the following year. It was the tallest building in 

Beirut and during the war it was thŜ ŎŜƴǘǊŜ ƻŦ ǘƘŜ Ψ²ŀǊ ƻŦ ǘƘŜ IƻǘŜƭǎΩΦ Lǘ ŎƘŀƴƎŜŘ ƘŀƴŘǎ ŀ 

number of times and was used by snipers, as a prison ŦƻǊ ǘƻǊǘǳǊŜ ŀƴŘ Ƴŀƴȅ ΨǘƻǎǎƛƴƎǎΩ from 

the roof. Although the rest of Beirut was flattened by the war this tower remained. It is 

now uninhabited, too tall to knock down and too dense to implode, and so it continues to 

ŘƻƳƛƴŀǘŜ ǘƘŜ ǎƪȅƭƛƴŜΦ Lǘ ƛǎ ƪƴƻǿƴ ŀǎ ǘƘŜ Ψ¢ƻǿŜǊ ƻŦ .ƛǘǘŜǊƴŜǎǎΩ ŀƴŘ Ƙŀǎ ōŜŎƻƳŜ ŀ ƳŜƳƻǊƛŀƭ 

to horrors of war and a reminder to try to resolve the internal conflicts that still remain. 

2. The civil war. The artist Marwan Rechmaoui has created a monumental work that 

highlights this enduring and sad memorial to the war. The war lasted from 1975 to 1990 

and there were an estimated 250,000 deaths and almost one million people left Lebanon. 

3. All cities. But the work is not just a monument to the war. Rechmaoui sees Beirut as 

divided by the same political and ethnic differences that drive conflict in all modern cities. 

IŜ ǎŀƛŘΣ ΨThe whole world is moving in this direction. This is why Beirut  is importanǘΦ LǘΩǎ 

the future. Populations are moving wholesale into cities, and bringing with them their 

ƛǎǎǳŜǎΣ ǘƘŜƛǊ ǇǊƻōƭŜƳǎΣ ǿƘƛŎƘ Ǉǳǘǎ ǇǊŜǎǎǳǊŜ ƻƴ ǘƘŜ Ŏƛǘȅ ŀǎ ŀ ǎǇŀŎŜ Χ !ƭƭ ǘƘŜǎŜ ƛǎǎǳŜǎ 

about security and terrorism mean that Western societies, which believe they are free, 

are starting to lose the benefits of being freeΦΩ 

4. Tolerance. wŜŎƘƳŀƻǳƛ ǊŜƳŀƛƴǎ ǇƻǎƛǘƛǾŜΣ ƘŜ ǎŀƛŘ ΨWe are all strangers in the cityΣΩ ƘŜ ǎŀȅǎΦ 

Ψ¢Ƙŀǘ ŀŦŦŜŎǘǎ ǇŜƻǇƭŜΩǎ ōŜƘŀǾƛƻǳǊΤ ǘƘŜȅ ōŜŎƻƳŜ ƳƻǊŜ ǘƻƭŜǊŀƴǘΣ ƳƻǊŜ ŀŎŎŜǇǘƛƴƎ ƻŦ ƴŜǿ 

ideasΦΩ 
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Notes on Marwan Rechmaoui, Monument for Living, 2001-8 
¶ Marwan Rechmaoui was born in Lebanon in 1964 and trained in Boston and New York.  

¶ He lives in Beirut and is annoyed by the sudden gentrification of the area he lives in. He spends his 

time observing the complex social and political dynamics of Lebanon and what they reveal in a 

country where propaganda and censorship are typical. Following the end of the war, he and other 

artists wanted to change society but by the end of the 1990s they had become disillusioned. 

Rechmaoui began to make semi-abstract works in which the shapes were ordered according to 

random rules, mirroring the chaos in society. He chose cement, tar and rubber; the materials of a 

country under reconstruction. Slowly his paintings became structures. 

¶ Monument for the Living is a scale model of the Burj el Murr building in Beirut, Lebanon. It has thirty-

four floors, seven basement levels and 510 windows.  

¶ The tower was owned by members of the el-Murr family, a prominent political clan. Construction 

began in 1974 but it was left unfinished after the outbreak of civil war in 1975. Originally built to 

ōŜŎƻƳŜ ǘƘŜ .ŜƛǊǳǘ ¢ǊŀŘŜ /ŜƴǘǊŜ ƛǘǎ ƴŀƳŜ ƭƛǘŜǊŀƭƭȅ ƳŜŀƴǎ ΨǘƻǿŜǊ ƻŦ ōƛǘǘŜǊƴŜǎǎΩΦ Lǘ ǿŀǎ ǘƘŜ ǘŀƭƭŜǎǘ 

building in Beirut and during the war it was the centre oŦ ǘƘŜ Ψ²ŀǊ ƻŦ ǘƘŜ IƻǘŜƭǎΩΦ Lǘ ŎƘŀƴƎŜŘ ƘŀƴŘǎ ŀ 

ƴǳƳōŜǊ ƻŦ ǘƛƳŜǎ ŀƴŘ ǿŀǎ ǳǎŜŘ ōȅ ǎƴƛǇŜǊǎ ŀƴŘ ŦƻǊ ǘƻǊǘǳǊŜ ŀƴŘ Ƴŀƴȅ ΨǘƻǎǎƛƴƎǎΩΦ ¢ƘŜ ǘƻǿŜǊ ƛǎ ƴƻǿ ǘƻƻ 

tall to knock down and too dense to implode, and so continues to dominate the skyline. It is now 

seen as a memorial to the internal religious conflicts that have never really been resolved. 

¶ Although most of Beirut was destroyed during the war this building remained standing. It cannot be 

converted and is not eligible for demolition. It has become a terrible memorial of war which reminds 

the inhabitants of Beirut of the horror of the confrontations, Marwan Rechmaoui has created a 

monumental work highlighting the persistence of this sad vestige within the urban development of 

the Lebanese capital.  

¶ The Lebanese Civil War was a multifaceted civil war in Lebanon between Sunni, Shia, Christian and 

other groups. It lasted from 1975 to 1990 and there were an estimated 250,000 deaths. Almost one 

million people left Lebanon because of the war and, as of 2012, about 76,000 people are still 

displaced. 

¶ Sunnis make up about 90% of Muslims worldwide and their name ƛǎ ŘŜǊƛǾŜŘ ŦǊƻƳ ΨtŜƻǇƭŜ ƻŦ ǘƘŜ 

¢ǊŀŘƛǘƛƻƴΩ which is based on the teaching of the Prophet Muhammad. Shia Muslims make up only 

about 10% of the total but they are the majority in Iran, Iraq, Bahrain, Azerbaijan and, some say, 

¸ŜƳŜƴΦ ¢ƘŜȅ ŀǊŜ ǘƘŜ ΨtŀǊǘȅ ƻŦ !ƭƛΩ ǿƘƻ, they claim, was the rightful successor of the Prophet 

Muhammed and there are three main branches that differ in their view of the true path of 

succession. 
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Piet Mondrian (1872-1944), Composition B (No.II) with Red, 1935 (Room 

2) 
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Piet Mondrian (1872-1944), Composition C (No. III) with Red, Yellow and Blue, 1935 

1. Description. Piet Mondrian is one of the best known abstract artists but perhaps the most 

misunderstood. You might think he produced these painting in a few hours using a ruler 

and primary colours straight from the tube. In fact, he never measured or used a ruler, he 

carefully painted every area and line. What appear to be squares are often rectangles. 

This is Composition C (No. III) with Red, Yellow and Blue and the red square, for example, 

is slightly wider than it is tall and the vertical black line is not central. Mondrian would 

only use vertical and horizontal lines and he fell out with his friend Theo van Doesburg 

[whose work is on display round the corner] over the use diagonal lines. The colours are 

built up from layers of mixed paint, never squeezed direct from the tube. One day an art 

dealer (New York, Sidney Janis, 1932) came to his studio to buy a painting and Mondrian 

told him it was not quite finished as one small area of blue needed a further coat of paint. 

¢ƘŜ ŘŜŀƭŜǊ ƭŀǘŜǊ ǎŀƛŘΣ ΨL ŘƛŘƴΩǘ ƎŜǘ ǘƘŜ ǇƛŎǘǳǊŜ ŦƻǊ ŀ ǿƘƻƭŜ ȅŜŀǊΩΦ 

2. Background. So, how did he arrive at these grid-like paintings? His early work was 

representational and he painted conventional landscapes but in 1908 he came under the 

influence of the spiritual and philosophical writings of the Theosophy Society. He spent 

the rest of his life searching for a way to represent that spiritual knowledge in art. He 

simplified and simplified as he looked for the essence of the objects.  

3. The artist. Looking at these black lines and flat areas of colour some people think of his 

ǇŀƛƴǘƛƴƎǎ ŀǎ ΨŎƻƭŘΩ ŀƴŘ ΨŎŀƭŎǳƭŀǘŜŘΩ ōǳǘ ƘŜ ǿŀǎ ŀ ŘŜŜǇƭȅ ǇŀǎǎƛƻƴŀǘŜ ŀǊǘƛǎǘΦ When he was 39 

(1911) he left his fiancée and his job in Amsterdam to move to Paris and pursue a new 

type of art. In order to integrate with the Parisian avant-garde, he changed the double 

ΨŀŀΩ ƛƴ Ƙƛǎ ƴŀƳŜ ǘƻ ŀ ǎƛƴƎƭŜ ΨŀΩΦ He had few personal contacts when he first moved but it 

was a very productive period artistically. The other influence on his art was music; he 

loved jazz ŀƴŘ Ƙƛǎ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ ΨŎƻƳǇƻǎƛǘƛƻƴΩ ƛƴ ǘƘŜ ǘƛǘƭŜ ƛƴǾƻƪŜǎ ƳǳǎƛŎŀƭ ŀǎǎƻŎƛŀǘƛƻƴǎ. 

Later, he was labelled degenerate by the Nazis and moved to London and then New York. 

4. Avoiding balance. He thought long and hard about achieving balance but he also wanted 

to avoid symmetry and he often put a large area of colour on one side of the painting. He 

argued with other artists about this as they sometimes found his paintings unbalanced 

and the colours inharmonious, but this was intentional as he was seeking for a different 

form of balance. Balance is easy if it involves one thing cancelling another but he wanted 

to retain vitality and energy in the painting. Mondrian regarded the vertical as the 

spiritual, the male, the inner mind where the ideal resides and the horizontal as the 

material, women, the outward form, the sea, the horizon and nature. He thought that 

harmony could be achieved by combining the vertical and the horizontal in certain ways.  

5. Save the world. Mondrian thought that we are all evolving to a higher state and his 

paintings would light a path that would help people achieve this state. Unlike Kazimir 

Malevich, who though abstract art would bring political reform, Mondrian believed his art 

would bring about spiritual reform and his abstract paintings were his mission to help 

save the world. Let us look next at a very different relationship between art and society. 
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Notes on Piet Mondrian, Composition C (No.III) with Red, Yellow and Blue, 1935 
¶ Pieter Cornelis ΨtƛŜǘΩ aƻƴŘǊƛŀŀƴ (after 1906 Mondrian, 1872ς1944) was a Dutch painter who 

contributed to the De Stijl (1917-мфнуκомΣ ǇǊƻƴƻǳƴŎŜŘ ΨŘǳƘ ǎǘȅƭŜΩύ art movement founded by Theo 

van Doesburg (1883-1931). Mondrian evolved a non-representational style which he termed 

Neoplasticism (or De Stijl)Φ IŜ ǿŀǎ ŀƴ ŀǊǘƛǎǘ ƻŦ ƎǊŜŀǘ ƛƴǘŜƎǊƛǘȅ ǿƘƻ ǿǊƻǘŜΣ Ψthe emotion of beauty is 

always hindered by particular appearance of an 'object'; the object must therefore be abstracted 

from any figurative representation. 

¶ His father was a drawing teacher and Mondrian started to draw at an early age. He began as a 

teacher and a landscape painter. He early work was representational but he became influenced by 

pointillism and Fauvism. aƻƴŘǊƛŀƴΩǎ ǿƻǊƪ Ƴŀȅ ōŜ ƛƴǎǇƛǊŜŘ ōȅ ǘƘŜ ƘƻǊƛȊƻƴǘŀƭǎ ŀƴŘ ǾŜǊǘƛŎals of the hill-

less Dutch landscape and he began to move towards abstraction in 1905-08. His art was linked to his 

spiritual studies and in 1909 he joined the Theosophical Movement founded by Helena Petrovna 

Blavatsky and others. For the rest of his life his work was inspired by the search for spiritual 

knowledge underlying nature. He believed that his vision of modern art would transcend divisions in 

culture and become a new common language based on the pure primary colours, flatness of forms, 

and dynamic tension. IŜ ǿǊƻǘŜΣ Ψ²Ƙŀǘ ŀǊǘ ƳŀƪŜǎ ǳǎ ǎŜŜ ŀƴŘ ŦŜŜƭ Χ ƛǎΦΦΦōŜŀǳǘȅΣ ǘǊǳǘƘΣ ƎƻƻŘƴŜǎǎΣ 

grandeur, and richness ς the universe, man, nature...universal equilibriumΦΩ  

¶ Mondrian gradually decluttered his home and studio and they became a place of pilgrimage. The 

artist Ben Nicholson described the astonishing quietness and repose. The paintings were never 

framed as they were extensions of the world; the world reduced to the simplest possible forms and 

colours. 

¶ He was an artist who thought he could elevate us all and make the world a better place. IŜ ǿǊƻǘŜΣ ΨI 

wish to approach truth as closely as is possible, and therefore I abstract everything until I arrive at 

the fundamental quality of objects.Ω As Maurice Denis said (in 1890), 'Remember that a picture, 

before being a battle horse, a nude, an anecdote or whatnot, is essentially a flat surface covered 

with colours assembled in a certain order.' In the terminology of Clive Bell (1914, Bloomsbury 

Group) it is the 'significant form' which he defined as 'lines and colours combined in a particular 

way, certain forms and relations of forms, [that] stir our aesthetic emotions'. 

¶ IŜ ǿŀǎ ƭŀōŜƭƭŜŘ ŀ ΨŘŜƎŜƴŜǊŀǘŜΩ ŀǊǘƛǎǘ ōȅ ǘƘŜ bŀȊƛǎ ŀƴŘ Ƨǳǎǘ ōŜŦƻǊŜ ²ƻǊƭŘ ²ŀǊ LL όмфоуύ ƘŜ ŦƭŜŘ tŀǊƛǎ 

for London and then New York. Mondrian loved dancing, jazz and the energy of the Charleston. In 

the mid-1920s he bought a record player and began to collect records and his studio became a place 

to dance. Music is an abstract art and his paintings reflect a lot of the syncopation and energy of jazz. 

MoƴŘǊƛŀƴ ŎŀƭƭŜŘ ǘƘƛǎ Ƙƛǎ ΨōƻƻƎƛŜ ǿƻƻƎƛŜΩ and in New York he painted Broadway Boogie-Woogie 

(1942-43, MoMA). He never married and thought women were put on earth to be dancing partners. 

Mondrian danced 'very stiffly, awkwardly and seriously', usually with the wives or mistresses of other 

artists and he never looked at his partner or spoke on the dance floor.  

¶ The Greek philosopher Plato (c.429-347 BCE) wrote, 'I do not now intend by beauty of shapes what 

most people would expect, such as that of living creaturŜǎ ƻǊ ǇƛŎǘǳǊŜǎΣ ōǳǘ Χ ǎǘǊŀƛƎƘǘ ƭƛƴŜǎ ŀƴŘ 

ŎǳǊǾŜǎ ŀƴŘ ǘƘŜ ǎǳǊŦŀŎŜǎ ƻǊ ǎƻƭƛŘ ŦƻǊƳǎ ǇǊƻŘǳŎŜŘ ƻǳǘ ƻŦ ǘƘŜǎŜ ōȅ ƭŀǘƘŜǎ ŀƴŘ ǊǳƭŜǊǎ ŀƴŘ ǎǉǳŀǊŜǎ Χ 

These things are not beautiful relatively, like other things, but always naturally and absolutely.' 

Plato thought that world we directly experience is but a shadow of an absolute world of pure ideas, 

such a truth and goodness. Therefore, most representational art takes us further away from 

understanding this world by making a representation of a representation. 

¶ See the artƛŎƭŜ ƻƴ ΨaƻƴŘǊƛŀƴΩǎ .ŀƭŀƴŎŜΩ ōȅ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ aŀǊȅƭŀƴŘΦ ¢ƘŜȅ ƘŀǾŜ ǘŜǎǘŜŘ ǇŜƻǇƭŜ ǳǎƛƴƎ 

genuine Mondrian paintings and Mondrian-like paintings and people choose the Mondrian so his 

paintings are not as easy to copy as the naïve viewer might believe. 
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Victor Pasmore, Abstract in White, Green, Black, Blue, Red, Grey and Pink, 

c. 1963 
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Victor Pasmore (1908-1998), Abstract in White, Green, Black, Blue, Red, Grey and Pink, c. 1963 

1. ¢Ƙƛǎ ƛǎ ±ƛŎǘƻǊ tŀǎƳƻǊŜΩǎ Abstract in White, Green, Black, Blue, Red, Grey and Pink from 

1963. It consists of 23 wooden blocks apparently passing through a Perspex sheet. The 

blocks are arrange asymmetrically and most are rectangular but one is curved. The 

blocks are painted white and their ends are painted in one of the colours mentioned 

in the title. One long thin wooden strip is painted black and runs horizontally across 

the sheet just below the centre of the Perspex. The wooden blocks do not actually 

pierce the Perspex but are held by wooden dowels. The horizontal strip is held in 

place by hidden nails. Pasmore made many such works between 1951 and 1966. Most 

were made to hang on the wall but this is one of a small group made to be seen from 

ŀƭƭ ǎƛŘŜǎΦ ¢ƘŜ ǘƛǘƭŜ ŎƻƴŦƻǊƳǎ ǘƻ ŀ ŦƻǊƳǳƭŀ ƘŜ ƻŦǘŜƴ ǳǎŜŘ ŀǘ ǘƘƛǎ ǘƛƳŜ ǿƛǘƘ Ψ!ōǎǘǊŀŎǘ ƛƴΩ 

followed by the colours used. 

2. Pasmore started as a figurative painter, one of the most talented of his generation. In 

the 1930s he briefly experimented with abstract painting but was dissatisfied. From 

1947 he pioneered abstract art in Britain and was interested in the way in which 

abstract art simply represents itself. Representational art always refers to another 

object and the painter uses techniques to simulate the object. In the mid-1950s he 

started to develop these three-dimensional abstract forms. Two-dimensional abstract 

works can only suggest a third dimension through illusion. Abstract art, like this one, 

are actually three-dimensional; they are fully fledged objects in space. As Pasmore 

wanted to retain a reference to painting he transforms the canvas into this Perspex 

sheet. 

3. After the Second World War Pasmore taught at Camberwell School of Art and in 1951 

he contributed to the Festival of Britain. In the late 1950s the art course he developed 

while teaching at Durham became the basis for higher art education across the UK. He 

later began to combine sculpture and architecture and he represented Britain at the 

1961 Venice Biennale.  He is little known internationally as he is difficult to pigeon-

hole into a single role or style. There is a consistency in his figurative and abstract art 

based on geometry and the golden mean. 

4. When Pasmore looked back on his career he said that he felt he had witnessed the 

'revolution of Painting ... (when) the naturalist painter has been forced to start 

completely again'. ¢ƘŜ ŀǊǘ ƘƛǎǘƻǊƛŀƴ IŜǊōŜǊǘ wŜŀŘ ŘŜǎŎǊƛōŜŘ Ƙƛǎ ŀōǎǘǊŀŎǘ ŀǊǘ ŀǎ ΨThe 

most revolutionary event in post-war British artΩΦ 
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Notes on Victor Pasmore, Abstract in White, Green, Black, Blue, Red, Grey and Pink, c. 1963 
¶ Edwin John Victor Pasmore (1908-1998) was a British artist and architect who pioneered abstract art 

in Britain in the 1940s and 50s. He was born in Surrey and with the death of his father when he was 

19 he was forced to take an administrative job while he studied art part-time. He painted in a 

figurative manner in the style of Turner and Whistler and he was one of the most talented figurative 

painters of his generation. In the 1930s, he helped found the Euston Road School which emphasized 

working directly from nature and he was inspired by the work of Walter Sickert. In the Secord World 

War, he was a conscientious objector. He was initially refused and was called up but refused to obey 

orders and was court martialled and imprisoned. This enabled him to appeal and he was then exempt 

from military duty. From 1943-49 he taught at Camberwell School of Art and he promoted abstract 

art. From 1947 he pioneered abstract art in Britain and he brought about a revival of interest in 

Constructivism. He was influenced by Ben Nicholson and Herbert Read described his new style as 

Ψ¢ƘŜ Ƴƻǎǘ ǊŜǾƻƭǳǘƛƻƴŀǊȅ ŜǾŜƴǘ ƛƴ Ǉƻǎǘ-ǿŀǊ .ǊƛǘƛǎƘ ŀǊǘΩΦ Lƴ мфрл ƘŜ ǿŀǎ ŎƻƳƳƛǎǎƛƻƴŜŘ ǘƻ ŘŜǎƛƎƴ ŀ 

mural for a bus depot in Kingston-upon-Thames and in 1951 he contributed a mural to the Festival of 

Britain. From 1954-61 he developed an art course at Durham inspired by the basic course of the 

.ŀǳƘŀǳǎΦ IŜ ōŜƎŀƴ ǘƻ ǎȅƴǘƘŜǎƛȊŜ ǎŎǳƭǇǘǳǊŜ ŀƴŘ ŀǊŎƘƛǘŜŎǘǳǊŜ ŀƴŘ Ƙƛǎ Ψ!Ǉƻƭƭƻ tŀǾƛƭƛƻƴΩ ƛn Peterlee, 

County Durham proved controversial. He represented Britain at the 1961 Venice Biennale and 

became a trustee of the Tate 

¶ In 1954 he explained that he worked in relief because abstract works stress their own status as 

objects whereas representatiƻƴŀƭ ǿƻǊƪǎ ǊŜŦŜǊ ǘƻ ƻǘƘŜǊ ƻōƧŜŎǘǎΦ Lƴ мфсмΣ tŀǎƳƻǊŜ ŀŘŘŜŘΣ ΨWhereas in 

representational art the spectator is confined to a point which is always at a distance from the 

object, in abstract form he must handle, feel, move around and get into the work if he is to fully 

apprehend the intentions of the artist.Ω 

¶ In the 1950s and 60s his work was often assembled rather than moulded or carved which broke with 

the tradition established by Henry Moore and Barbara Hepworth.  
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Hélio Oiticica, Metaesquema, 1958 (Room 2) 
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Hélio Oiticica (1937-1980), Metaesquema, 1958 

1. Description. These three works are part of a series of 350 works called Metaesquema by 

Hélio Oiticica, which he produced in 1958. They are all opaque watercolour paint, called 

gouache, on cardboard. The series are all monochrome, geometric forms, often in 

primary colours and they were inspired by the abstract art of Piet Mondrian and Kazimir 

Malevich. In the case of this blue painting the flatness of the simple, two-dimensional 

rectangles is energised by the tilt of some of the shapes, which suggest piles of books on a 

shelf. Oiticica often introduced elements of instability into his works in contrast to the 

rigorous order and structure of both European artists. The forms appear to jostle and 

bump together as though they are moving. 

2. The series. The title of this series, Metaesquema, comes from the Portuguese meaning 

meta-schema, a higher-level scheme that was used to produce the complete set of 

paintings. hƛǘƛŎƛŎŀ ŎƻƴǎƛŘŜǊŜŘ ǘƘŜǎŜ ǿƻǊƪǎ ŀǎ Ψsomething that lies in-between that is 

neither painting nor drawing. It is rather an evolution of paintingΩΦ Oiticica was seeking, 

in his own words, ǘƻ Ψescape the constraints of painting while remaining in dialogue with 

itΩΦ By reducing his work to a series of squares and rectangles in a single colour he creates 

an interplay between shapes and their background that generates a sense of instability 

and movement, challenging their two-dimensionality. This is partly achieved by the use of 

ǘƘŜ ΨƳƛǊǊƻǊ ŜŦŦŜŎǘΩΦ ²ƘŀǘŜǾŜǊ ǊƘȅǘƘƳƛŎ ǎŜǉǳŜƴŎŜ ǘƘŜ ŀrtist achieves on one side of the 

grid he repeats on the other side. This creates a dynamic composition, and a sense of 

ŀƳōƛǾŀƭŜƴŎŜ ŀǎ ǘƻ ǿƘƛŎƘ ŀǊŜ ǘƘŜ ǇŀƛƴǘŜŘ ŦƻǊƳǎ όǘƘŜ ΨŦƛƎǳǊŜǎΩύ ŀƴŘ ǿƘƛŎƘ ŀǊŜ ǘƘŜ ƛƴ-

ōŜǘǿŜŜƴ ŀǊŜŀǎ όǘƘŜ ΨōŀŎƪƎǊƻǳƴŘΩύΦ By the end of 1958, this series evolved into even 

simpler forms in which the squares and rectangles had been eliminated. A series of white-

on-white paintings were the end of this investigations and the beginning of a new series 

of works by the artist.  

3. Art as play. Oiticica was born in Rio de Janeiro and spent most of his life there. His early 

work was produced before the military coup [in 1964] but from the age of 27 his artistic 

life was part of a utopian counterculture that was opposed to the military dictatorship. 

His aim was to remove the division between high art and popular art by deconstructing 

the art object. This is demonstrated by hƛǘƛŎƛŎŀΩǎ ǿƻǊƪ Parangolés (1964-79, pronounced 

ΨǇŀǊ-an-go-ƭŀȅΩύ which was shown at the Tate in 2007. These brightly coloured forms show 

the wide variety of his art and the way he broke away from the conventional art object. 

He had become involved with a famous samba school in [Mangueira] a favela [a shanty 

town] in Rio and he combined colour, form and dance in a way that involved the viewer in 

the action. The word ƳŜŀƴǎ Ψhabitable paintingsΩ and it consisted of coloured materials 

that were worn by visitors in the Turbine Hall who danced to the rhythm of the samba. 

They are ǘƘŜ ŎǳƭƳƛƴŀǘƛƻƴ ƻŦ hƛǘƛŎƛŎŀΩǎ exploration of colour and the environment; the 

dancers wearing the cloth appeared ŀǎ ΨŎƻƭƻǳǊ-in-ƳƻǘƛƻƴΩ ǘƻ ǘƘŜ ǎǇŜŎǘŀǘƻǊǎΦ His intention 

was to use his art to bring people together in a collective, playful event that had a 

mystical element. His interest in dance was a way to liberate our capacity to play. 
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Notes on Hélio Oiticica, Metaesquema, 1958 
¶ Hélio Oiticica (1937ς1980, pronounced ΨEllio Oi-chi-see-kaΩ) was a Brazilian visual artist, best known 

for his participation in the Neo-Concrete Movement, for his innovative use of colour, and for what he 

ƭŀǘŜǊ ǘŜǊƳŜŘ ΨŜƴǾƛǊƻƴƳŜƴǘŀƭ ŀǊǘΩΦ Oiticica was one of the most important exponents of contemporary 

art in South America. He created multimedia room installations which intertwined social themes, 

experimental elements, and appropriations from popular culture, film, and music. 

¶ There was a military dictatorship in Brazil from 1964 to 1985 and there was censorship and the 

torture of dissidents. 

¶ Throughout his life Oiticica pushed the limits of art. He was born in Rio de Janeiro and spent most of 

his life there until he died of a stroke caused by hypertension when he was only 43. His father was an 

entomologist and painter and his grandfather an anarchist. From the age of 18 he was a member of 

the Neo-Concretist group, Grupo Frente όǇǊƻƴƻǳƴŎŜŘ ΨCǊŜƴŎƘȅΩύ, that sought to reject realistic and 

representational art and, in particular, he was influenced by Piet Mondrian. Grupo Frente was 

founded in 1954 by Ivan Serpa in Rio de Janeiro. There was no single style only a rejection of 

contemporary Brazilian art. Some of the artists in the group, such as Lygia Clark (whose first name is 

pronounced the way !ƳŜǊƛŎŀƴǎ ǎŀȅ ΨƭŜƛǎǳǊŜΩύ, went on to form the influential neo-concrete 

movement in 1958, which Oiticica joined in 1960. The neo-concrete artists were a splinter group of 

the concrete art movement and called for greater sensuality, colour and poetic feeling. It was 

inspired by the new Brazilian capital, by cybernetics, gestalt psychology and the work of Bridget Riley. 

Oiticica produced his ground-breaking series of red and yellow painted hanging wood constructions. 

¶ Concrete is art that is entirely free from any basis in observed reality and has no symbolic meaning. 

The term was first used by Theo van Doesburg in his Manifesto of Concrete Art (1930). He stated that 

there was nothing more concrete or more real than a line, a colour, or a plane (a flat area of colour). 

Concrete art is very close to constructivism, an art movement founded by Vladimir Tatlin and 

Alexander Rodchenko in Russia in 1913-15. They believed art should be completely abstract but 

made from industrial materials. It was the technical mastery and organisation of materials. It was 

supressed in Russia in the 1920s but brought to the West by Naum Gabo (ǇǊƻƴƻǳƴŎŜŘ Ψƴƻǿ-m 

ƎŀǊōƻΩΣ ƘŜ ŎƘŀƴƎŜŘ Ƙƛǎ ƴŀƳŜ ŦǊƻƳ Pevsner to avoid confusion with his brother). Gabo knew Wassily 

Kandinsky, Kazimir Malevich, the de Stijl group and the Bauhaus. 

¶ Metaesquema όǇǊƻƴƻǳƴŎŜŘ ΨƳŜǘŀǎƪŜƳŀΩύ ƳŜŀƴǎ ƳŜǘŀ-scheme, i.e. a higher-level scheme or 

structure that was used to produce the 350 individual works. 

¶ An unknown amount of hƛǘƛŎƛŎŀΩǎ work and his correspondence, notes and sketches were lost in a fire 

ƛƴ Ƙƛǎ ōǊƻǘƘŜǊΩǎ Ŧƭŀǘ in 2009. The fire was investigated by the Government but its cause is still 

unknown. 

¶ Oiticica was frustrated with painting and wanted to take colour off the walls of the gallery. In 2007, 

Tate held a major exhibition Helio Oiticica: The Body of ColourΦ Lƴ ǘƘŜ ¢ǳǊōƛƴŜ IŀƭƭΣ hƛǘƛŎƛŎŀΩǎ 

Parangolés (habitable paintingsΣ ǇǊƻƴƻǳƴŎŜŘ ΨǇŀǊ-an-go-ƭŀȅΩ) was performed. Visitors dressed in 

brightly coloured drapes and danced to the rhythm of the samba. This work came out of his 

involvement with the famous samba school in the Mangueira Hill favela in Rio de Janeiro.  

¶ hƛǘƛŎƛŎŀΩǎ ǿƻǊƪ Tropicália was a series of enclosures that involved the viewer with the work. It gave 

ǊƛǎŜ ǘƻ ǘƘŜ ¢ǊƻǇƛŎłƭƛǎƳƻ ŎǳƭǘǳǊŀƭ ƳƻǾŜƳŜƴǘ ǘƘŀǘ ŜƳŜǊƎŜŘ ŦǊƻƳ ŀ ƭƛōŜǊŀƭ ǇŜǊƛƻŘ ƛƴ .ǊŀȊƛƭΩǎ ƘƛǎǘƻǊȅΣ ŀ 

period that was abruptly cut short by a military coup in 1964. Tropicália, Penetrables PN 2 'Purity is a 

myth' is a reference to MondrianΩǎ hope of understanding reality through pure colour and geometric 

forms. Oiticica engages the viewer by combining art and lived experience to achieve political change. 

Tropicália is now on display in the Tate Blavatnik Building. 
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Pablo Picasso, Weeping Woman, 1937 (Room 3) 

 

 
































































































