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The expressionist movement

From the end of the nineteenth century, terms which originally belonged to the plastic arts spread in a
curious manner to all art forms and were essential to defining the trends, intellectual movements, and
even the spirit of the age. In Germany especially, this applied to impressionism, neo-romanticism, and
Art Nouveau. Was painting the predominant art? Since the invention of photography had contributed
to allowing it to free itself from conventions, it certainly anticipated the fundamental changes that
occurred in the relationship between art and reality. But there is no doubt that another reason exists for
the extensive penetration of pictorial concepts into the world of the arts: the fact is that the sudden
appearance of 2 new phenomenon was rarely restricted to a particular art form. The new style was
linked in a more general way to a specific age, society, and aspect of civilization. From romanticism to
surrealism, it encompassed all forms of artistic expression.

Expressionism was a prime example. The works of art it produced can be described as professions of
faith, in which the general feelings of a generation emerged in all their diversity. Yvan Goll has rightly
suggested that it was certainly not a school, in the sense that it was not a question of a number of artists
forming a group on the basis of a specific programme and devoting themselves to the same techniques.
Expressionism represents, he said in 1921, ‘a state of mind which, in the intellectual field, has affected
everything, in the same way as an epidemic does, not only poetry and painting, but also prose,
architecture, the theatre, music, science, university and school reforms.’

The history of a term

The problem before us is how to define the term expressionism, and primarily, to find out how it came
into existence. Many writers maintain that it entered Germany via Willhelm Worringer, the author of
Abstraction and Empathy, who, it is claimed, used it for the first time in 191 1. Others, by contrast, grant
this honour to Paul Cassirer, who, in 1910, is said to have announced, in front of a picture by Pechstein,
in answer to a question as to whether this was still an example of impressionism, that it was an example
of expressionism. As a result of this quip, the term is said to have come into vogue in artistic circles,
before spreading into the news columns of the journals.

In their concern for accuracy, researchers have sought to go further into its etymology. Armin
Arnold has shown, for example, that in July 1850, an English newspaper, Tait's Edinburgh Magazine,
mentions in an anonymous article an expressionist school of modern painting, and that in 1880, in
Manchester, Charles Howley devoted a lecture to modern painters at the heart of whom he identified
the expressionists, using the term to describe those whose intention it was to express their emotions
and passions. In the United States, still according to Armin Arnold, in 1878, a group of writers calling
themselves expressionists appeared in a novel by Charles de Kay, The Bohemian.



The Expresssonist Movement

In fact, this Anglo-Saxon usage is far from corresponding to a description of a clearly defined style or
of a specific artistic tendency. The same is true in France, where the mediocre and largely forgotten
painter Jules-Auguste Hervé exhibited, under the heading Expressionnismes, eight of his paintings at the
time of the Salon des Indépendants in 1901. Obviously, the word was coined with reference to
impressionism and as a reaction against it. But, contrary to what has often been suggested in Germany,
it remained just as uncommon in the vocabulary of everyday French as in art criticism. Its use has
remained all the more exceptional because Jules-Auguste Hervé has left no memorable mark on the
history of French painting. Moreover, the use he made of the plural instead of the singular suggested
that he was not thinking of promoting it as an aesthetic movement.

Justifiably, therefore, in 1919, in the journal Das Kunstblatt, the famous art dealer Daniel-Henry
Kahnweiler attacked the idea which was spreading throughout Germany, that expressionism was of
French origin. This notion, he emphasized, was not in use in France and was completely foreign to the
fine arts. He knew what he was talking about because, as a passionate promoter of new talent, he was
embedded to the hilt in the Parisian art world. This concern for accuracy was dictated to him by the
desire to dispel the confusion that was distorting all aesthetic judgement. He was replying in particular
to Theodor Daubler, who almost went as far as establishing Matisse as the authentic leader of
expressionism, and who claimed, no doubt confusing the term with fauvism, for which he was indeed
responsible, that the critic Louis Vauxelles was the originator of this new description of Matisse.

In fact, Theodor Daubler’s allusion to Matisse was not totally without foundation. Mentioning the
name Matisse as a way of describing the direction that German painting had been taking for some time,
is to recognize in it certain traits of which he was indeed the precursor after he had broken away from
neo-impressionism: a work does not copy nature; it is a rejection of all constraints; it is irrational and
emanates from the temperament of the creator, in opposition to the pretensions of the positivists and
the scientists; it embodies a relationship with colours which is aggressive and commanded by an
unknown force. Moreover, whereas in Berlin, Matisse had the right during the winter of 1908 to the
first important exhibition of his works in Germany, Kunst #nd Kéiinstler published in 1909 his Painter’s
Notes, which had appeared in the Grande Rerue in December 1908. Here he claimed to be individualis-
tic and subjective, and wrote, ‘what I am looking for above all is a means of expression.” It is not
impossible that this admission by Matisse, although it is accompanied by other statements which are
rather incompatible with the aspirations of German painters usually described as expressionists, led to
the formation of the generic term expressionismus.

But the arrival of the word on the public scene occurred neither through a borrowing from
English-speaking countries nor through a reference to Jules-Auguste Hervé or Matisse. The opportun-
ity arose through an exhibition: the Berlin Sezesszon, which took place from April to September 1911.
Under the direction of Luis Corinth, its impressionist tradition was continued, but, unusually, a group
of new French painters were invited. Assembled in one room were pictures by Braque, Derain, van
Dongen, Dufy, Friesz, Manguin, Marquet, Picasso and Vlaminck. They were introduced in the
catalogue as expressionists.

Who was responsible for this description? It is difficult today to discover the answer to this.
Nevertheless, it is certain that it did not originate with the painters concerned, as was thought for along
time in Germany. Kurt Hiller, in his memoirs written after 1945, persisted in still believing the legend
that the term had been invented by young French painters who were discontented with impressionism.
From April 1911 onwards this was indeed what was reported by contemporary art critics in their
reviews of the exhibition of the Berlin Sezess7on. Walter Hegmann, often described as the first person to
use the word ‘expressionism’ in Germany, in an article in Der Stzrm in July 1911, did precisely this. He
stated, ‘a group of Franco-Belgian painters have decided to call themselves expressionists.’
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A reaction against impressionism

It is undeniable, however, that as a result of the articles and discussions on the new art, whether French
or German, a whole aesthetic movement took shape. Beginning with no more than an imprecise term,
expressionism became more clearly defined thanks to skirmishes between two distinct movements, the
traditionalists and the modernists. When, in the camp of the former movement, Carl Vinnen raised his
voice against the invasion of German galleries by foreigners, Wilhelm Worringer replied in Der Sturm,
in August 1911, by trying to show that the expressionists (he too was describing the French painters
who exhibited at the Berlin Sezession) did not begin in a void, but had inherited techniques from
Cezanne, van Gogh and Matisse, namely that they were artists who had broken away from the influence
of impressionism.

This last distinction soon became crucial and allowed French and German painters who represented
the new art to be linked together without discrimination. All those who reacted against the im-
pressionist aesthetic were labelled expressionists. Only those who no longer wished to represent, copy
or imitate reality counted. In a book written in 1914, the Austrian writer Hermann Bahr therefore
included, as forming part of the expressionist movement, Matisse, Braque, Picasso, the futurists, the
fauves, members of the German groups Die Briicke and Der Blaue Reiter, the Viennese Oskar Kokos-
chka and Egon Schiele.

With the exception of a few names, this image of expressionism remained valid in Germany.
Someone who greatly contributed to propagating this, as director of the journal Der Stuzrm, namely
Herwath Walden, wrote a history of expressionism: at the beginning, he says, came Kokoschka, then
the futurists, especially Boccioni, then the Russians, Kandinsky and Chagall, the Germans Franz Marc,
August Macke, the Swiss Paul Klee, the French Albert Gleizes, Robert Delaunay and Fernand Léger.
For him, expressionism was art which gave form to the lived experience that lies deepest withisi oneself.
The nuances of style were not important, as long as all imitation of nature was rejected.

For ‘imitation can never be art, whether applied to pictures or nature,’ is how Walden sums it up in his
preface to the catalogue of the autumn S#/oz that he organized in Berlin in October 1913. And a little
further on he describes the creative process as he saw it: ‘what the painter paints is what he perceives in
his innermost senses, it is the expression of his being; all that is transitory is for him only a symbolic
image: his own life is his most important consideration: what the outside world imprints on him, he
expresses from within himself. He conveys his visions, his inner landscapes, and is conveyed by them.’

From then on, all artistic creation had to be the projection of the artist’s profound self. It is this
opposition to impressionism and more generally to naturalism that appears as the keystone of the new
aesthetic. That is first and foremost what expressionism means. Herbert Kuhn, in an article on the
theatre published by the journal Die newe Schaubiibne in 1919, clearly showed the fundamental
principle on which creative activity now rested, whatever its form of expression might be. “The aim of
impressionism was the object it represented: what he could see on the picture was also the meaning of
the picture. Nothing more. Nothing less. With the imitation of something external, its universe was
restricted to what was concete. With expressionism, the subject to be represented and the object itself,
the representation, were fully dissociated from one another. This representation was no longer what
was being represented. This representation (the concrete element) was only an invitation to understand
what was being represented. To a certain extent, what was being represented began beyond the picture,
the drama, or the poem.’

The work no longer took external reality into consideration, but advocated another reality, namely,
that of the artist. Already in 1912, Carl Einstein, the author of the novel Bebuguin, had insisted on this
point in the journal Die Aktion by indicating that the role of art was to achieve a liberation from
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The Expressiontss Movement

everything that everyday reality imposed (the inadental, psychological and logical) and to accomplish,
thanks to individual creatnve and imaginary impulses, a reconstruction. For the expressionist, as Kasimir
Edschmid also explained in 1918, the real reality lay inside oneself: ‘Nothing can place in doubt the fact
that what appears to be external reality cannot be authentic. The reality must be created by us. The
meaning of the object is to tind out what lies beyond its appearance. One cannot be content with
believing in a fact, or imagining or registering it. One must give a pure, unblemished reflection of the
image of the world. And this is only found within ourselves.’

Expressionism theretore gained momentum as an anti-naturalist reaction. Whether it be the inner
need o create, advocated by Kandinsky, the interiority demanded by Nolde, the visionary power of
Barlach, the illogicality chat Carl Einstein wanted to make the only law in his Bebuguin, the instinctual
torces in short stories like Carl Sternheim’s Busekow or Alfred Doblin's The Assassination of a Buttercup,
Oskar Kokoschka's violence in Murderer, the Hope of Women, a subjectivity posed as an absolute
emerged everywhere, as an expressive exteriorization, or a detence of the self. It was less and less a
question, as in naturalism, of a preconceived idea to illustrate, or of a subject to convey, a model to
reproduce or of an external motivation.

In 1911 Schonberg wrote in his Manwual Of Harmony that the artist does not try to succeed in
rendering what others consider beaunful, but to express what is essential for him. A year later, in the
almanach, Der Blaue Reiter, he clearly showed what it is that united the avant-garde creators in their
condemnation of Aristotelian mimesis, the limitation of nature on which naturalism and its offshoot,
impressionism, were founded. "When Karl Kraus says of language that itis the mother of thought, when
Wassily Kandinsky and Oskar Kokoschka paint pictures of which the object, in its outer material form,
is now almost only a pretext for giving free rein to the imagination through colours and forms, and to
expressing itself as until now only composers did. These are the signs which prove that knowledge of
the real essence of artis gradually spreading. And itis with great joy that [ read Kandinsky’s book On the
Spiritual in Art, a book that shows the path to follow in painting and arouses the hope that those who at
present still queston the content will soon no longer feel the need to do so.’

After the First World War, this liberation from naturalism even occurred in the cinema. Not only did
it free itselt from a reproduction of reality, which was considered, as it were, inherent to the technique
of the cinema, but a fully cinematic art was born out of another emancipation: it asserted its autonomy
by dissociating itself from the methods belonging to the theatre and forging others that were specifi-
cally its own. The merit of films like The Cabinet of Doctor Caligary (1919) and From Morn to Midnight
(1920) was precisely that they exploited the cinema as an artistic form of expression. Here, the sets, the
lighting, the camera movements and the acting were fused in a synthesis, which exteriorized a
subjective vision of the world.

At the time, this cinematic originality scarcely caught on in Germany: The Cabinet of Doctor Caligary
was mocked for its supposed expressionism by the collaborators of the review Die neue Schaubiibne, and
From Morn to Midnight did not even have the right to be shown publicly. In France, on the other hand,
they were appreciated for their originality, an originality which, from 1922, was very well commented
upon by a film-director like René Clair: ‘Here, in opposition to realist dogma which, with a few
exceptions, seemed to us invulnerable, we have Caligary which came along to prove that the only
interesting form of truth was a subjective one,” he wrote in Fi/ms, and he went on to make this remark,
the sign of a specialist: "We must admit that nature which has been touched up is at least as expressive as
everyday nature. The sets, the acting, lighting, the actors’ faces, all artificially made up, form a whole,
which the intellect enjoys knowing it controls.’
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Two anti-naturalist trends

To give preference to the expression of subjectivity by rejecting all intention of fidelity to concrete
reality pre-supposed that two essential elements were taken into consideration by the creator: the heart
and the intellect, and no longer the senses as with impressionism. This resulted in considerable
differences in the means of expression available, but from which two approaches emerged, depending
on whether priority was given to one or other of these two elements: an art of intellectual elaboration,
sometimes described pejoratively as cerebral, and an art of sentimental effusiveness. This is also why
the two extremes fused in expressionism. There was a purifying of the forms to create an expressive
symbolic rigour, as if the language had become overburdened with an infinite variety of possibilities.
This distinction is indeed only approximate, and cross-fertilization took place between the two
approaches. However, they constitute, in the context of all the arts, the particular situation that existed
in Germany between 1910 and about 192s.

In the first instance, its ultimate aim was abstraction. This is what was defined by Oswald Herzog in
Der Sturm, in 1919, as abstract expressionism. ‘It is the physical configuration of what is achieved ar a
spiritual level. It creates objects and does not begin with objects — but with subjects. The object, for
material expressionism, contributes to the configuration. It distils the essence of a subject by rejecting
everything that is not essential to its purity and intensity.” From this, one can discern an approach that
defines Kandinsky's pictorial and theatrical experiments, August Stramm'’s poetic analysis, Lothar
Schreyer’s drama, Emil Pirchan’s sets, and some of Hindemith’s music. In drama, the rejection of
psychology led to more or less abstract characters who above all embodied ideas. In every field, to
achieve maximum expressive force, forms and lines were purified to excess. This was true even in the
case of the novel, as Paul Hatvani demanded, ‘that prose be abstract! The important thing is not what it
has to say, but the fact that it says it. It has to express itself.’

The legacy of French and Belgian symbolism, as a reaction also against naturalism, needs to be noted
here. Pure painting, pure music, pure poetry, as Walden’s circle and Der Sturm enjoyed insisting, were
demands in the symbolist tradition and which led to the elimination of the object in order to
concentrate the artistic activity on a particular material. It is through a stylization carried to the extreme
that its power of suggestion, which was the fundamental element of the symbolist aestheric, culminated
in abstraction in Kandinsky's ideas for the theatre. He also claimed to have painted his first abstract
composition around 1910, and reached a stage where he read the symbolist poets assiduously.
Moreover, it was on Maeterlink that he relied in On the Spiritual in Art, to explain how, starting out
from the pure sound of a word detached from the object, that it was supposed to ‘materialize’, the
listener heard an abstract representation of this word.

The other trend corresponds more to an explosion of suppressed violence. In art, there were
convulsive grimacing traits and distorted forms. It consisted of a pathos, an exaggeration, the cry of
revolt, the ecstatic enthusiasm of poetry; a theatre of paroxysms and haranguing; a morbid climate, an
atmosphere of anguish, a universe of tensions. Yvan Goll, in 1924, only expressed part of this side of
expressionism, when he described it as ‘an impotent man’s fist clenched against the firmamentin a fury.’
It was not always grotesque and desperate. It was also represented, in a style reminiscent of negro art,
by a wood-cut by Conrad Felixmiiller, where man, standing upright in all his original purity, brandishes
in a Promethean aspiration, the ideal of humanity.

In 1913, the journal Die Weissen Bléitter tried in fact to encapsulate this aspect of expressionism in the
following definition: ‘Concentration, economy, massive force, forms solidly assembled, a pathos
expressing an intense passion, these are the characteristics that reveal its real nature.’ As for the art critic
Wilhelm Hausenstein, he regarded it with a touch of irony, but was completely lacking in seriousness,

11




The Expresssonsst Movement

as we shall see: 'In expressionism, he wrote in 1919, ‘there is as it were an overloaded circuit, which is
perhaps a diagrammatic representation of it. One could define it approximately in this way: a form
created out of distortion. This would be a negative judgement. More positively, one could say, a form
created out of the imagination.’

A problem of pictorial style

Itis through this art of distortion, deformation, exaltation, exacerbation, and intensive expression that
individual styles generally received the mark of expressionism. And as this created a problem of
terminology, particularly with regard to the plastic arts, it is possible to maintain, that there is in fact, a
universal and timeless expressionist style which is by no means the attribute of a specific historical
period in German-speaking countries. Being nothing more than the projection of an inner world
through expressive traits, expressionism is clearly discernible even in prehistory, in negro, Indian, and
Aztec sculprure, in painters like Grunewald, Greco and Daumier. In this way, a great part of Western
music also becomes expressionist, quite simply because it is expressive. But the term expressionism
ends up by meaningonly a stylization and distortion, and an oppressive simplying of forms. It has just as
much conceprual significance as attributing the term to a young painter today, on the pretext that he
transmits on to the canvas the reality he perceives according to his impressions. As soon as one tries to
define a style without taking into consideration its historical context, the terms of reference become so
unclear that it is impossible to be accurate. The differences in the various analyses of expressionism are
very often explicable through ignorance of concrete national situations and a desire to reject all
historical considerations. Now, as [ have previously shown, the word expressionism only really became
fully part of the artistic climate in Germany, where it initially meant the discovery of all modern art,
before assuming a meaning adapted to the historical situation in Germany. If one only considers the
formal aspect, which is a very dubious approach in this particular instance, the same aesthetic innova-
tions were given different names in other countries. This is why, from one country to another, and with
reference to the same pictures, certain painters who were either actually German or closely linked to
Germany (Hans Arp, Lyonel Feininger, Otto Freundlich, Erich Heckel, to name but a few) are
alternately classified as expressionists, cubists, cubo-expressionists, and sometimes as dadaists or
surrealists.

In Russia, artists who are normally called futurists have been described as expressionists. The term
here seems to refer without discrimination, as in Germany, to all artists representing modernist
tendencies. Lunacharsky, the first People’s Commissar for Public Education in the Soviet Union and a
distinguished authority on German literature, bestowed on Maiakovsky in the twenties the title of the
most typically expressionist poet. In the Belgian review L'Art Libre, in 1919, an article by David
Eliasberg, translated from the Russian, announced that the Soviet Government had wholeheartedly
adopred expressionism and all the teachers in the art academies had been replaced by expressionists. A
Soviet critic, G. A. Nedochivin, did not hesitate to write, in the sixties, that at last the label of futurists
attached to Larionov, Goncharova, the brothers Burliuk and Maiakovsky, in relation to Italian futurism
was inadequate, and that they were much closer to the German expressionists than to Severini, Carra
and Marinetti. .

As far as France is concerned, as we have already said, the concept of expressionism remained
unknown for some time. Imported from Germany in the inter-war period, it had to be adapted to the
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KIRCHNER, ERNST LUDWIG: The Painters of Die Briicke. 1926.




Expresssonest Movement

KIRCHNER, ERNST LUDWIG: Poster for Die Briicke. 1913.

French situation and be given a pictorial meaning among existing categories. Expressionism could not
be either fururism or cubism, nor orphism nor surrealism. Moreover, anti-Germanic feeling was so
strong thart the cultural output of German-speaking countries was often misunderstood or denigrated,
and no acceptable definition of the movement emerged. Klee was exhibited for the first time in Paris in
1926 at Aragon’s instigation, and the surrealist was greeted as a German who could not draw!

The use of the word tended to spread in painting to include expressive art, and André Lhote in 1928,
in the Nowvelle Revue frangaise, spoke up against this practice. One of the first exhibitions where the term
was used to describe French painters took place in Paris at the end of 1935, under the aegis of L&« Gazette
des Beaux-Arts. Devoted to ‘instinctive painters’, it had as a sub-title ‘birth of expressionism’. Whom did
it include? Pictures by Chagall, Marie Laurencin, Modigliani, Pascin, Henri Rousseau, Utrillo and
Soutine were gathered together. In the introduction to the catalogue, the influence of German
expressionism was dated back to Chagall, thus crediting him with bringing together German and
French expressionist styles. ‘An important exhibition of his work, mounted in Berlin in March 1914, on
Apollinaire’s recommendation, had a great impact — and this was the beginning of German
expressionism.’As proof of this legendary status as the originator of expressionism, reference was made
to his memoirs and to an extract from a letter by Ludwig Rubiner, who wrote to him from Berlin before
the declaration of war, saying, ‘Do you know that you are famous here? Your pictures have created
expressionism. They are selling at a very high price.’
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KANDINSKY, WASSILY: Cover for the review Der Blaue Reiter. 1911

In spite of its confusion, one aspect of this exhibition should be remembered: the instinctive side that
is attributed to the expressionist style. More and more, this style was characterized by the exterioriza-
tion of the painter’s impulsive reactions to life, and less concerned with the elaboration of pictorial
material and forms, than with the expression of his deepest inner feelings; the expressionist painter
himself became the creator of an art of anxiety, unease, neurosis, and apocalyptic threats, in short, an art
of fantasies which were projected in the form of a creative spontaneity. Whatever the method of
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paintng, external reality was sacrificed to the benefit of its internalized image. This view, which now
predominated among French art critics, was not entirely foreign to the doctrine of German expres-
sionism, although itis notan adequate description of it. Above all, because of its general nature it allows
one to classify painters who are difficult to include in other categories, and who are only seeking an
outlet for their repressed feelings, their emotions and passions. It allows one also to describe as
expressionist, artists whom one had not been able to, simply because the word did not exist: the
Norwegian: Munch, van Gogh, the Belgian: Ensor at the beginning of the century, and the fauves. In
the case of the latter group, the person who coined the term at the autumn Sa/on of 1905, namely Louis
Vauxelles, varies his terminology: in 1958 in a work of fauvism, he presents Roualt as ‘the leader of

French expressionism.’

s T ]

DER STURM

WOCHENSCHRIFT FUR KULTUR UND DIE KUNSTE

KOKOSCHKA, OSKAR: Drawing for the cover of Der Sturm KOKOSCHKA, OSKAR: Portrait of Herwarth Walden. 1910.

For a revival of the arts

This correlation between the terms and the consequences, especially in Germany, and an irrefutable
conformity of outlook in Europe, obviously justifies the inclusion of the fauves, in a general bock on

expressionism such as this.
But when considering the strictly pictorial techniques and profound intentions of expressionism,

their presenc€ would necessarily appear rather dubious if a certain amount of interplay between the two
movements had not taken place: indeed, as regards the fauves, the difference between their expres-
sionist style and what was really German expressionism is very clear.
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It is, in fact, natural to regard the foundation in Dresden in 1905 of a group aesthetically very close to
fauvism, Die Briicke (The Bridge) as marking the decisive change in Germany's cultural life. The
initiative came from a student of architecture, Ernst Ludwig Kirchner, who was joined by other young
artists: Fritz Bleyl, Erich Heckel, and Karl Schmidt-Rortluff. Though older, Emile Nolde also mixed
with them, before abandoning them eighteen months later. Max Pechstein, from 1906 to 1912, and
Otto Mueller from 1910, were also of their number. This group broke up in 1912, and officially
dissolved in 1913. Now, if, like the fauves, they claimed affinities with van Gogh and Gauguin, they
were quick to distance themselves from them in the significance they granted to the pictorial qualities of
art. Whereas the fauves inherited from Gauguin the use of vast flat tints of colours, and were interested
primarily in decorative art, Kirchner and his friends maintained the importance of the intellect, and
were not simply concerned with form. They sought to emphasize the profound presence of nature.
Exacerbation and ruggedness were designed to convey above all a sense of original communion.

Certainly, this primitiveness was one of the major phenomena of the beginning of the century.
International co-operation between painters was at that time frequent and fruitful, and in Paris, as in
Dresden and Munich, primitive art was rediscovered. But Die Briicke was based on a philosophical
programme, prefiguring the general movement towards a revival in the arts that became German
expressionism. This programme expressed the need for a collective ideal, a desire to break with the
past, a messianic view of art and exalted intuitive creative powers. Influenced by Nietzsche and
Bergson, it appealed to artists to allow themselves to be carried away by the vital sources of the
elements. A vague desire to transform the existing order was combined with an individuality that
privileged the creative impulse.

This situation, for which Kirchner is responsible, can be seen in the many pictures composed by the
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The Expressionist Movement

Die Briicke painters. A reality charged with meaning for the community was impregnated with a
religiosity or symbolic significance. This is also the distinguishing feature of the fauves. The artist did
not simply mirror the age he was living in: beyond the anecdotal subject, there had to be a universal
human truth.

At the end of 1911, at a time when already the Die Briicke movement was beginning to break up,
another group came into being in Munich, centring around Kandinsky and Franz Marc, Der Blaue
Renter. The difterences in conception from Die Briicke are noticeable, if only because of its more
artficial organization. However, both reacted against naturalism, against impressionism, and insisted
on the instinctive forces of the artist. As for the Dre Briicke artists, a return to man'’s origins haunted
Kandinsky's circle. There was an anti-materialist and especially anti-positivist reaction, which led to a
literary interest in mystical thinkers and which also claimed to include a certain element of primitivism.
In 1912, Der Blane Rerter published an almanach in which the illustrations, which were carefully chosen
by Kandinsky, alternated between pictures and numerous popular prints from Russia, China, Borneo,
Cameroon, Easter Island and New Caledonia.

Are these affinities only of relevance to painters? In fact, a mood shared by practically an entire
generation of intellectuals was born in approximately 1890 and developed from 1911 onwards. That
year, the new aspirations began to break out. In June, Kurt Hiller opened in Berlin his Cabaret
néo-pathétique. Jakob van Hoddis suddenly became famous by reading a poem there, called End of the
World, which was felt to mark a crucial turning-point. Something as yet ill-defined was glimpsed. There
was a desire to break with the past. All conventions were overthrown in order to reach out towards a
new world which they could already foresee. People gathered around reviews that publicized their
revolts and aspirations. In fact, when the word expressionism itself was coined, it provided a focus for
their feelings, which had been in gestation for decades and which destroyed everything that was in their
way. Previously, when talking about the subjectivity on which the aesthetic common to the expres-
sionists was founded, we have intentionally used examples dating from before 1912: fragments of
Bebuguin by Carl Einstein were published in 1907. The Assassination of @ Buttercup is a short story
written by Doblin in 190s. Oskar Kokoschka published the first version of Murderer, The Hope of
Women, in 1910.

It was on 3rd March 1910 that the most famous of the azant-garde reviews, Der Sturm, brought out its
first number. It was founded by Herwarth Walden, who was a critic and a leading artistic figure. From
1903, he represented this new mood, with 1910 marking its real rise to popularity. By bringing together
painters and young writers, it tried to achieve a synthesis of the arts. It gave details of existing artistic
movements, like futurism and cubism, and provoked general reflection on aesthetic problems: Franz
Marc, Hans Arp and Kandinsky all elaborated theories which have greatly added to our understanding
of modern art. Among the foreign artists, Walden published Delaunay, Boccioni, Cendrars, David
Burliuk, Apollinaire, Fernand Léger, Marinetti. In addition to the review, in March 1912, a picture
gallery was opened, and inaugurated by an exhibition of Der Blaue Reiter.

A year after the founding of Der Sturm, another journal came out which, as a competitor, for ten years
successfully reflected the mood of a generation in revolt against its age: Die Aktion. Franz Pfemfert, its
director, defined it as a politico-literary weekly. His avowed aim was to combat pitilessly and tirelessly
what he called ‘aculture’, or all barbarity. He claimed it was a difficult battle, in so far as the impression
one had was of being carried away in a whirlwind of triviality that threatened to swallow one up. ‘The
absence of a soul is the destructive sign of our age. To be an individual is to have a soul. The age we live
in does not recognize individuals.” The soul, the mind, these are the key words that insistently crop up
everywhere. It was essential to restore the individual in all his creative power, to destroy the shackles
imprisoning his imagination. It was against soulless reality that part of German youth rebelled. What it
rejected was the enslavement of the mind. It artacked the machine age, the ruling moral values. It
wanted to regenerate the human condition. As Kurt Pinthus wrote in his preface to afamous anthology,
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in which he grouped together the poets of his generation, The Twilight of Mankind ‘one saw more and
more distinctly the impossibility of a society entirely dependent on its own creation, its science,
technology, statistics, commerce and industry, on a fossilized social hierarchy, based on bourgeois
conventions.” This demand for an ideal blurred the apparent variety of styles in expressionism.
Gottfried Benn provided a definition of this which has the advantage of synthesizing in the same
aspirations all the differences, when he sees it as ‘revolt erupting, an ecstasy, hatred, and a thirst for a
new set of values’, using a language that is self-destructive in order to destroy the world as well.” By
bringing together all the means and the power of art, the hope was to achieve a renaissance of society.
The revival of the arts which was achieved through the destruction of concrete reality, and in favour of
the creation of a re-humanized reality, implied a moral reform of society.

Franz Marc, in an introductory article for the second almanach of Der Blaue Reiter, which was not
published in the end, expressed perfectly this link, that was established by the expressionists, between
theirartistic endeavours and the social meaning that they ateributed to them. The creative adventure lay
in a complete break with the world of the past: ‘It is by taking this action that we will live up to the great
challenge of our time. It is the only activity that makes living and dying worthwhile. An action which
implies disrespect to the past. But we want something different; we do not want to live like happy
inheritors, living off the past. And even if we wanted to we could not. The legacy is now redundant:
continuing the past makes the world vulgar. This is why we are in the process of advancing into new
domains and living through a great upheaval where everything has still to be achieved, to be said,
organized and explored. The world lies before us in all its purity; our steps falter. If we are prepared to
risk walking on our two feet, the umbilical cord that is linking us to our maternal past must be cut. The
world is bearing a new age: there is only one question we must ask: has the time come to abandon the
world of the past? Are we mature enough for the v/ta nuova? This is the worrying question our age is
asking.’

A new Man

Considered from this point of view, German expressionism by far transcended the idea of an expres-
sionist style. Despite the innumerable programmes to which it gave rise, it did not present, moreover,
the coherence of a literary and artistic school. If it was a movement, it was because it influenced all
aspects of life, and not because it relied on a framework of principles like futurism or surrealism. It is
impossible to limit it to an aesthetic movement. The subjective individualism which was its foundation
rejectsall restrictions and taboos of every kind which might have constrained its initiative. It necessarily
increased its means of expression by favouring, on everybody’s behalf, the blossoming of man’s most
inner originality. It is not surprising that many expressionists were tempted ideologically by anarchism,
or that they were admirers of Nietzsche. In expressionism, a vision of the world prevailed; it presented
necessarily disparate images depending on the groups and even individuals, but it is part of a particular
period of history, namely that of Germany from 1910 to approximately 1925.

First of all, expressionism was inseparable from a feeling of crisis. This was lived through and
expressed by all the representatives of the generation who were beginning to write, paint and produce
plays between 1905 and 1914. What they felt was a disquiet, an impossibility of self-realization, a
dissatisfaction with the reality they had before their eyes. They suffered the consequence of the
increase in the industrialization of Germany, which found its moral foundations shaken. Fragile human
relationships, the frenetic pace of life in the towns, slavery of every kind, were the norm. As proof
against the endeavours of the individual, this reality showed itself to be a formidable machine to
destroy. It had to be killed off. This was what emerged in their works, through their themes and their
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torms. There was a real generation gap, a conflict between facher and son, that was illuscrated in
expressionist drama. They defended revole. They were againse the family, teachers, the army, the
Emperor, all the henchmen of the established order. Solidarity, on the other hand, with all humiliated
souls, those on the fringe of the system, the congregation of the oppressed, the poor, the prosttutes,
the madmen, and the young was advocated.

Thrown into the slaughter of the Firse World War, they had foreseen the horrible cataclysm in
striking propheuc visions. The expressionist generation then began to call for the rise of a New Man.
From 1910, it inclined in the direction of pacifism (even Hanns Johst, the future paragon of Nazi
writers). After the announcement of the end of the world, the Apocalypse, regeneration, reconstruc-
tion, were key words. Faced with atrocities, utopian idealism seemed to many to be the basis for a
possible solution. Salvation was not seen in the context of a collective social struggle, in an economic
and politcal transformation of society, but in an inner renewal of Man. Each individual had to reach an
ascest and believe in ultimate happiness. Some of the expressionists (Ludwig Rubiner, Rudolf Leonard,
Ludwig Baumer, Johannes R. Becher, the activists gachering around Kurt Hiller and his publication
Duas Ziel) also tound in various ways the road towards political commitment. The revolutionary events
that shook Germany in November 1918 left some of them uncertain what to do (Gottfried Benn,
Oskar Kokoschka, Paul Kornteld), but many actively participated: Ludwig Baumer was one of those
responsible tor the Council of Bremen, Ernst Toller was one of the leaders of the independent socialist
republic of Bavaria. The painter Conrad Felixmuller and che playwright Friedrich Wolf were at the
battle of Dresden. Wieland Herzfelde and Franz Pfemfert were thrown into prison in Berlin when the
counter-revolution was winning; Carl Einstein was one of the architects of the soldiers’ Council at
Brussels in November 1918.

Herbert Kuhn, in 1919, saw in this type of commitment, which often had a religious and mystical
dimension, a logical extension of expressionism: ‘expressionism — as in the case of socialism — raised a
great cry against Matter, against intellectual Barbarism, against the Machine, against Centralization, in
tavour of the Mind, of God, of Man in Man. They had the same spiritual attitude, the same position with
regard to the world, only the difference in the field of action explains why they have different names.
There is no expressionism without socialism. Itis not a coincidence that Art Nouveau was so vigorously
open to politics.” Yvan Goll, in 1921, made a statement that went in the same direction: ‘Expressionism
is the literature of war and revolution, of the intellectual struggling against the powerful, the revolt of
the conscience against blind obedience, the cry of the heart against the thunder of massacres and the
silence of the oppressed.’

These opinions were uncompromising and not all those who were regarded as expressionists shared
them (e.g. Herwath Walden, whose political evolution in the direction of communism dates from the
end of the twenties, and who, at that time, was opposed to all politicalization of art). Even among those
who shared them a number of ideological varieties existed. But what is certain is that the revolutionary
failures only hastened the break-up of the movement. Its failure and its demise began in 1919-20.
Some became embittered and succumbed to irrationally, others adapted to the climate of the times.
The latter group formed revolutionary political organizations, in particular becoming members of the
German Communist Party. The beautiful dream of the new Man had definitely collapsed. In an acid
tone which evokes Georg Grosz's caricatures, Yvan Goll made this assessment in 1921: “The solidarity
of the intellectuals. — Marching troops of men of the truth. But the result is, alas, without its being the
fault of the expressionists, the German Republic of 1920. A shop sign, interval. Please use the exit on
the right.” It was historical conditions, without a doubt, that determined the outcome of German
expressionism. Already almost exhausted, another crisis slowly brought about its death: the inflation
and the misery of the post-war period. The communion between artists and the masses was over.
Germany was hungry and shattered. Actors were on strike because their salary was only worth two pairs
of shoes. The same generation, after the collapse of its humanitarian aspirations, also witnessed the
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collapse of the ability to create, because of economic constraints. Another age was beginning: that of a
return to order, marked in literature and painting by what has been called New Objectivity, atendency to
which Felix Berteaux, a renowned journalist of the post-war period, very pertinently gave the name of
‘rigid order’.

Yet expressionism did not die immediately. Its last sparks continued for a few more years, especially
in the theatre with the productions of Leopold Jessner, or in the cinema with Carl Mayer’s scenarios.
But its fundamental aspirations were a thing of the past. Only its principles and artistic techniques
remained, until they became a fashion that no longer corresponded to the famous inner need to create
that Kandinsky had spoken of, and which led to an aggressive snobbery. Broken lines and forms,
disharmonies, dissonances, aggressive colours, and artificial recourse to primitiveness, all these
methods were only used to provoke calculated emorional shocks in the public. Paradoxically, it was
precisely those characteristics which were retained to affirm the existence of an expressionist style.

It is obvious, on the other hand, that many writers and artists who had lived in the expressionist
climate, whilst moving on to another phase of their creativity, retained in their approach something of
their former selves. Schonberg’s work, for example, had until Mases and Aaron, composed in 1920-32,a
pathos about it which was again presentin The Happy Hand; it was along time since Becher had used an
explosive and ecstatic language despite his having become a Communist. The architects Erich Mendel-
sohn, Bruno Taut and Hans Scharoun,-for their part, tried not to sacrifice their own personal
imagination in the field of urbanism and the construction of buildings. Directly in the tradition of
expressionist aspirations, Carl Sternheim, when he was an exile in Belgium, was interviewed by a
journalist from Le So7r, and expressed his desire in 1934 ‘to uplift humanity to create a new Christ’, even
stating ‘we need strong personalities, men capable of directing their life in a metaphysical direction. For
life is not simply physical, it is metaphysical.’

Yesterday and Today

In so far as it was closely linked to the history of Germany and of German society, expressionism in its
genuine sense had hardly any following abroad, except in countries which had close relations with
Germanic culture. In Hungary, for instance, Lajos Kassak who had contacts with Franz Pfemfert
claimed affinities with the expressionist aesthertic, and the journal that he edited from 1917 to 1925,
Ma, has at first sight a lot in common, if only because of its external appearance, with D7e Aks7on. In
1922, one of its collaborators, Sandor Barta, emphasized that his generation had found the path to
social reform and a socialist conception of the world via expressionism. In the Netherlands and in
Flemish Belgium too, the intellectual exchanges with Germany likewise made them familiar with
expressionist art and reviews, and the Flemish renaissance in woodcuts owed much to German
endeavours. Above all, Frans Masereel, when considered beside Joris Minne, Henri von Straeten, Jan
Cantré, and Josef Cantré, stands apart, because he collaborated directly with the German expres-
sionists, illustrating works by Becher or Sternheim; moreover, as a result of an idealistic inspiration and
a sense of the cosmic, his social commitment and themes such as town and revolt, he shared the
aspirations that emerged in the Die Aktion circle.

As far as France is concerned, one has to rake into consideration the political situation between 1918
and 1925, roughly, the period which saw the emergence of German expressionism. Before 1914 very
fruitful relationships existed between painters of all countries, to the extent that Alfred Kubin rightly
called it fraternization between young artists. But already, most French intellectuals had lost interest.
Faced with Wilhelm II's imperialist policies, anti-Germanic feeling became more virulent. Whereas the
new generation in Germany was becoming more open in its atcitude towards the ourtside world, through
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innumerable international contacts, its French equivalent had fallen under the yoke of nationalism.
This is the most important difference of attitude that hindered a possible discovery of expressionism.
The war tollowed, and unul 1920 the cultural relations between France and Germany were few and
tragile. At the moment when expressionism could have become accessible to the French, it was dying
out.

The resule s thar well-established and popular journals hardly paid any attendon to expressionism,
neither before nor after 191.4. Only more modest publications like Clarte, Action, Esprit Nowvean, La
Revue Enropéenne, devoted informative articles to it or published extracts from expressionist literature.
The principal mediator was Yvan Goll from Lorraine, who, because he was bilingual, had collaborated
in most of the German expressionist journals. Even the surrealists, attracted by the romantics, Novalis
and Hoftmann, and published by Walden in Der Sturm, remained in ignorance of expressionism.
Whereas avant-garde painters and poets were widely appreciated in Germany, only the new German
cinema aroused any interest in France.

In French-speaking Belgium, on the other hand, writers and painters openly professed expressionist
tendencies, and were supported by journals like Lumiere, Résurrection, L'Art Libre,Sélection, and Ca ira.
Whatever their differences, for them expressionism was modern art par excellence. Two principal trends
existed, corresponding to the division between Der Sturm and Dze Aktion. On the one hand, articles by
André de Riddler, and painters like Constant Permeke, or Gustave de Smet, betrayed a humanitarian
tendency. On the other, with the critic George Marlier and a paincer like Paul Joostens, a predilection
forabstraction emerged. These young Belgian journals of the immediate post-war period tried to give a
lot of space to German poets. One example deserves to be mentioned: Clement Pansaers, the future
dadaist and director of Résurrection, analyzed and translated by Carl Einstein and Herwath Walden from
1918 onwards.

Claims of wholehearted expressionism, and no longer simply a bowdlerized form, were made in
other countries in the twendes. In Flemish Belgium, Paul van Ostaijen is an example, along with the
journal Het Getif (1916-24). In Yugoslavia there was the group centring around Stanislav Vinaver,
who was the author, in 1911 at Belgrade, of an expressionist manifesto. In 1919, in Russia, Ippolit
Sokolov published a book-manifesto, Bunt-¢kspresisionista, as did the painter Matchis-Teutsch in
Romania a little later. In Poland, expressionism was brought to the fore by the Zdroj group, and in
Czechoslovakia by the Osmd group. Finally, in Latin America, it was the subject of a number of articles
and debates, concentrating as much on art (in Mexico with Diego Rivera, José Clemente Orozco, David
Alfonso Siqueiros in Peru, with Sabogal and Coresido, in Brazil with Anita Malfacti, who had studied in
Dresden and Berlin) as on literature, since it was even claimed that the modernistic movement had had
in its first period (1915 to 1930), €Xpressionistic Overtones.

After this far too brief summary, the principal question still remains: how relevant is expressionism
today? When one restricts oneself to considering it as a style devoted exclusively to the plastic arts, it is
clear that it is very much alive: the Cobra group in the Netherlands, the American Pollock, the
Frenchmen Francis Gruber and Bernard Buffet, the Dane Asger Jorn and many others have to be
considered a part of it since 1945. But what abour expressionism as a movement? Along with futurism
and surrealism, both of which also aimed at being applicable to all the arts, it belongs to what is generally
called the historical avant-garde. In this capacity, it only began to be rediscovered in the sixties. And
more and more it has been noticed how much still remains to be said about it. For it represents both the
genesis of modernism, leading to a social art, verbal experimentation, pictorial abstraction, a synthetic
drama, contemporary dissonant music, and the meeting point of all the living tendencies of the age. No
other -ism of the cenrtury has been so involved in the collective and individual conflicts of its time, none
has tried so hard to reach the heart of its contradictions in order to try and overcome them.
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1905 saw the emergence of a new generation of painters. In the AutumnSa/o in Paris a group mounted
an exhibition which had formed around Henri Matisse. The works they exhibited horrified the public
by virtue of the stark simplicity of style and the way they were built up from bright contrasts of colour.
The bust of a child of the most conventional sort stood amongst these pictures by Matisse, Marquet,
Manguin, Camoin, van Dongen, Friesz, Guy, Vlaminck and Derain; it prompted the critic, Louis
Vauxelles to remark: ‘Donatello chez les fauves’. Thus was the name ‘Les Fauves' — The Savages— born,
soon to be assumed by other non-French artists. Nevertheless, Kandinsky and Jawlensky for example,
were directly involved for they showed their paintings in the same exhibition and aspired toward the
same goals as the French painters.

At the same time, a circle of architecture students had formed the group of artists known as Dze
Briicke (The Bridge) which looked to the same models for inspiration as the fauves: Van Gogh,
Gauguin, Seurat. -

A dissatisfaction with the traditional conception of reality as represented by impressionism was what
characterized this new generation. These artists were aware that the depiction of outer appearances
comprises only one aspect of reality, and cannot penetrate to the essence of things. They had realized
that both the most painstaking analysis of what they observed, and the depiction of mental processes
were inadequate to express the complete being.

Matisse formulated it chus: “What I seek above all to achieve, is expression. Expression does not lie
for me in the passion which suddenly animates a face or which manifests itself in a violent movement. It
lies rather in the whole organization of any painting. The space which the objects occupy, the emptiness
around them, and the proportions, all play a part.” And he went on to add, “The foremost purpose of
colour must be to aid expression as much as possible.” But now expression meant the depiction of a
deep, inner experience of reality by means of colour, spontaneously applied. The object, the subject-
matter, give rise to feelings which must be incorporated into the picture directly and without distortion
as an essential component of the reality. The aim is to imbue external reality, experienced through the
senses, with the reality of the artist’s inner experience. This is the struggle for artistic synthesis of which
Kandinsky also spoke.

Three Pioneers

The premises on which the evolution of expressionist art was based, emerge clearly when we think of
Seurat, Gauguin and Van Gogh. Georges Seurat, 1859-1891, had a powerful and logical mind which
was not satisfied by the spontaneity of impressionism and its analysis of light based on instinct alone. He
sought to extend impressionism chrough a method of freeing colour from substance, using the pure
colours of the spectrum to achieve a ‘light-painting in colour’. His systematic investigation of scientific
colour theories and light analyses, and the study of simultaneous colour contrasts led him to a surprising
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SEURAT, GEORGES: Small sketch for ‘la Grande Jatte. 1884-1885

solution: colours were no longer mixed on the palette; instead this was achieved in the eye of the
spectator. The pure colours of the spectrum were therefore painted as small dots next to each other on
the canvas. They merge on the retina of the observer who is sufficiently far away from the painting.

In this way, Seurat won the freedom to create a harmony from the unique order of colour which was
independent from momentary impression. ‘The picture was no longer a copy of nature, but evolved as
an autonomous organism out of line, rhythm and colour contrasts. The artist could determine the
character of the painting after a free appraisal. By subordinating colour and line to the emotion which
possesses him, the painting becomes a poet, a creator . . .” (Signac). The importance for the following
generation of the neo-impressionists, as Seurat and his school called themselves, lay in highlighted
colour as a means of expression.

Paul Gauguin 1848-1903 had also opened up a new creative route. His starting point, impres-
sionism, remained too close to nature for him. He wrote that the impressionists ‘neglect the secret
meaning of thought. Art is abstraction; draw it from nature as you dream of it.” Gauguin was attempting
to restore a meaning to painting, in his pictures of figures, that could be interpreted as a universal image
of human existence. Both in Brittany, where he formed a group of primitives, and later in the South
Seas, Gauguin was seeking for the primal experience in order to achieve truthful expression. For this
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GAUGUIN, PAUL: The Yellow Christ. 1889.

! reason, he was deeply interested in primitive art and folklore and studied the Japanese woodcuts which
were then in fashion.

As a result of such stimulus he evolved a decorative style which for the most part abandoned
two-dimensional illusionist techniques in order to portray experience. Colour is applied ‘flatly’ care-
fully adhering to the area of the image depicted, and is held together by means of heavily-drawn
contours. A flatness and rhythmically decorative drawing style were the active elements, as well as
Gauguin’s conviction that the colour tone harmonies in painting had their counterpart in the harmonies
of music. Hence this regard for the psychological significance of colour which made it possible to hintat
a meaning without the need for a ‘literary’ description.
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GAUGUIN, PAUL: Self-portrair. 1889 GOGH, VINCENT VAN: Portrait of the artist with a pipe. Arles, 1889.

Vincent Van Gogh had mert Seurat and Gauguin in 1886 in the Paris art dealer’s run by his brother
Theo. He owed them much fundamental knowledge about the expressive power of pure colour and
line. Nevertheless his point of departure was not one of artistic calculation but of existential need. For
Van Gogh, painting proved the only possibile way of expressing his ecstatic love for man and for things.
He exposed himself directly to communion with objects, in order to penetrate the dazzle of the
external world and the hell of another reality, one discovered in the most intense agitation. This
message is conveyed through the heightened tone of his blazing colours and dynamic brush-work like
tongues of Hame, whose spontaneous strokes are a direct reflection of the artist’s mental condition. Van
Gogh's compulsion to surrender himself unprotected to the world in order to experience its truth,
consumed his strength in a short space of years. The way he chose - to create art as an answer to
existential anguish and to sacrifice his lite when the tension grew unbearable — became a tragically
exemplary fate for those artists who sought to unify life and art in the decade chat followed.

The fauves

The conclusions which the fauves advanced in 1905 had evolved slowly. The group round Matisse by
no means represented a school and advanced no binding aesthetic programme. On the contrary, it was
demanded of each painter that he should express his individuality. Their common goal was to create
new forms as a contrast to the mentality of the academy and impressionism. However, while Matisse
dreamed of creating an art of ‘equilibrium’, purity and tranquillity, without ambiguities, one that would
‘provide spiritual reassurance’ and ‘soothe the soul’, Vlaminck saw fauvism as a way of living, acting and
painting. The former position implies the logical perfection of formal methods, the latter aspontaneous
creativity based on instinct. They demonstrate the full range of the various artistic possibilities
embraced by the term fauvism. This is even more true of expressionism: it is the sum total of individual
personalities bound together by the particular intellectual mood of a generation.

The fauves group had developed out of relations between friends. Matisse and Marquet bad met in
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1892 during night classes in the School of Arts and Crafts in Paris. Matisse transferred to the School of
Fine Arts in 1895, where Marquet later joined him.

Here they met fellow students Roualt, Manguin and Camoin in the studio of Gustave Moreau. After
Moreau's death, Matisse had to leave the School of Fine Arts in 1899 and went to the Académie Carriere
where Derain and Puy were already working. Derain, who lived like his friend Vlaminck at Chatou near
Paris, introduced the latter to Matisse at the famous Van Gogh exhibition of 1907. While Matisse and
his friends were working together in Manguin’s studio, Derain and Vlaminck painted at Chatou in the
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GOGH, VINCENT VAN: The Olive Trees. Saint-Rémy. 1889.

same studio. At the same time, the painters from Le Havre — Friesz, Dufy and Braque — were keeping
close contact.

In 1901 the circle round Matisse had started to exhibit in the Sa/on des [ndépendants and from 1903 in
the newly-founded Sa/on d'antomne. Van Dongen, Friesz and Dufy showed their paintings at both. They
discovered characteristics in common, and in 1905 appeared as a group. Braque was the last to join
them in 1906, but barely two years later he had already turned towards new goals.

The sources of inspiration for the fauves’ pictures were restricted to landscapes, human beings and
objects in their everyday surroundings. The stimulus really was almost a matter of indifference, since
the aim was no longer to iraitate nature, to deceive the eye, but to provide an interpretation through
subjective emotion and perception. Artists could no longer identify with the well-ordered world of
beautiful appearances, nor accept it as true; imagination was to take the place of observation.

The means for this transition were already at their disposal: the pure colour of the neo-
impressionists, the unbroken surfaces of Gauguin and the heightened expressiveness of Van Gogh.
However, Seurat’s method was given new meaning. It became a way of lending rhythm and dynamism
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to the surtace of the painting, marked by the spontaneity of the brushstrokes. The contours of objects
were reduced in detail, to an ornamental array of lines, which through their stark simplification
condense and segment what is expressed. This, however, is determined by the independent power of
communication in pure colour now freed trom its tunction as local colour. As a consequence of the
introduction of anti-naturalism and of a very great intensity, achieved with the aid of positively
aggressive contrasts, colours became the true medium of the new artistic reality. These methods were
put into practice with uncontrolled high spirits, sometimes with explosive force — a delirium, an orgy of
colour became trom then on a recurring characteristic of fauvism.

However, the exaltation which had thus been won from youthful energy only lasted a few years,
since, as Braque said, ‘'you cannot remain in perpetual paroxysm’. By 1908 the need for clarity of
construction in focus came to the fore under the influence of Cézanne. Some of the fauves followed his
path; others reverted to a type of impressionism.

P1CASSO, PABLO: Les Demoiselles ' Avignon. 1907.




The Beginnings in Germany

There was another possibility in expressive painting which did not regard ambiguities and the tumulc
of feeling to obtain artistic truth with suspicion, as did the fauves. Roualt (who counts as the one real
French expressionist) followed this direction. He was, admittedly, connected with the Fauves and
exhibited with them, but his painting is filled with human problems. It is a reply to existential anguish
and an indictment of society. With Christian compassion he revealed the terrible side of reality which
can only be conquered by faich. As a result, Roualt, with his impastos and the suppressed passion of his
visions, became the most important religious painter of the twentieth century.

The work of Picasso also grew out of compassion and human sympathy, for in his earliest paintings he
dramatized misery with powerful colours. Subsequently, he abandoned colour contrast and concen-
trated this violence of emotion on one colour alone — blue. He achieved the most passionate heighten-
ing of expression in the picture Les Demoiselles d’Avignon in 1907 through his radical discortion of the
object’s shape: this painting is simultaneously the greatest achievement of expressionism and the key
work of cubism.

In Robert Delaunay, distortion used as a means of dynamic expression together with the agirated
rhythm of his colour, combined to produce an expressionist vision, which, due to its splintered effect
and plunging lines, came to be the most popular example of expressionist art, extending its influence,
on German art in particular, right into the 1920s.

In the same way as Delaunay, Le Fauconnier used the cubist dissection of form in order to analyse the
object rather than as a means of heightening expression and he was particularly influential in this in the
Netherlands. This gives some indication of the spectrum of expressionist painting in France, which was
enriched by important painters, particularly from Eastern Europe, such as Modigliani, Chagall, Soutine,
or Kupka.

The Beginnings in Germany

The development in Germany paralleled that in France. Here, 1905 was a critical year, with the
founding of the circle, Die Briicke in Dresden. However, activities were not concentrated on one spor,
as in Paris, but were divided between individuals in different places. They evolved independently of
each other and were yet linked with the situation in Europe. This meant adapting native trends such as
art nouveau and lyrical naturalism and getting to know of the precepts which had been evolved in
France. In addition, the production of Munch and Ensor provided specifically German ingredients.

James Ensor, 1860-1949, portrayed the hideous features of masks and fantastic ghost worlds using
quite realistic, even impressionist, methods. An introvert, alienated from men and the world, he was
unable to grasp reality. In its place, a world of fear emerged in his hallucinatory fanrasies: skeleral,
hidden behind masks and disguises, and always threatened by decay and death. Ensor did not paint with
the purpose of intensifying his powers of expression, but was driven by inner phantoms which directly
reflect the mental condition of the artist. This fateful alienation linked Ensor with Van Gogh, bur also
with Munch. Edvard Munch, 1863-1944, had received decisive stimuli in the circle of Van Gogh,
Gauguin and Toulouse-Lautrec in Paris. He rendered these impressions sensually and intensified his
painting into an expressionist art typical of Northern Europe, nourished on hypocrisy and melancholia.
He painted landscapes suffused with mysterious forces; men moulded by dark impulses; fear, hatred,
jealousy, loneliness and death; paintings which were increasingly pessimistic visions of the artist’s own
fate.

This revelation of self, the inner scream, which intensifies both clarity and torment, the neurortic and
oppressed spirit of Munch’s art, was a signpost at the beginning of the century. At the same time,
Munch gave an important impetus to the revival of the woodcut, which atrained a new significance in
German expressionism. At the beginning there were three North German artists who worked in
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ENSOR, JAMES: The Entry of Christ 1nto Brussels. 1888.

different places, drawing their decisive experiences from the native countryside: Paula Modersohn-
Becker, Christian Rohlfs and Emil Nolde. Paula Modersohn-Becker had come to the colony of artists
in Worpswede as a twenty-two year old in 1898.

This village near Bremen was one of the places where artists had withdrawn in order to re-discover
the harmony between man and nature in seclusion. Paula Modersohn-Becker quickly outgrew the
lyrical landscape painting which was practised here. She reduced the appearance of objects to their
formal essence, a procedure considered mistaken in Worpswede. Several stays in Paris from 1900
onwards confirmed her in her striving after ‘a great simplicity of form’. For her, it corresponded with
her love for the simple life, for the simple people, whom she painted. She only had six years, from
1901—1907 in which to develop an austere and unsentimental form for the expression of her feelings,
which often revolved round love and motherhood. In doing so, she had freed herself from the
contingency of nature and created allegorical paintings out of her strength of feeling.

The power of this new direction is clearly exemplified by Christian Rohlfs, born in 1849. For thirty
years he had painted landscapes in the most intimate tradition of realism. Now, at almost sixty years of
age, he tackled the artistic problems of the age in a burst of development. He finally separated colour
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MUNCH, EDVARD: The Scream. 188s.

from substance, spread it chinly on the surface — often in water-colour: he gave it thythm by means of a
broken brush line which conveys spiritual agitation and lyrical feeling in expressive arabesques.
The most important of the North German painters was Emil Nolde, in whom the tie with the land is
mirrored most strongly. Nolde, like Rohlfs, was the son of a farmer. He grew up in a lonely landscape
which was continually threatened by storm and a violent sea. Nature's forms came to life in his
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imagination often as grotesque ghosts and demons. This experience of nature and a simplicicy based on
the word of the Bible, determined Nolde’s art. Every observation, even the cry of animals, took the
form of colour in his imagination, clamouring to be transformed into colour, which was accomplished at
a pitch of excitement. In this, Nolde, like Vlaminck, trusted instinct alone. He had learnt by himself
that when he began a painting with an exact mental image, he became an involuntary self-plagiarist. He
therefore contented himself with a vague idea of the colours, from which the picture could evolve
freely in the process of painting. He succeeded in transforming nature by the addition of his own mental
and spiritual perceptions into an expressionist vision. These ecstatic storms of colour in which Nolde
managed to intensify his personal expression, exercised a strong influence on Die Briicke.

Die Brucke

They corresponded exactly to the intention formulated in the 1906 manifesto of the group, Die Briicke:
every man who reproduces what drives him to create correctly and without distortion is one of us. So in
1906 Nolde became a member of this circle for barely ten years. In the previous year, four architecture
students, Ernst Ludwig Kirchner, Erich Heckel and Karl Schmidt-Rottluff and Fritz Bleyl had formed
society of artists in Dresden, who — hence the name ‘The Bridge’ — wished to attract all revolutionary
and innovatory elements in order to win the freedom to create, for the new generation. -

In 1906 the Swiss Cuno Amiet and the Finn Axel Gallen-Kallela joined the group, but restricted
themselves to occasional participation in their exhibitions. Max Pechstein also joined in 1906; he had
training at the Dresden Academy behind him and had already won the Prix de Rome. In 1910, Otto
Mueller, then living in Berlin, was admitted to the circle. Otto, who had studied at the Dresden and
Munich academies, and was a skilled lithographer, had already almost completely worked out his
personal style, which had little in common with the brilliant colours and flat style of Dise Briicke.
Nevertheless, the sensuous harmony between art and life that he had achieved answered the intentions
of the friends so perfectly that a partnership was the obvious conclusion. Finally, the Prague artist,
Bohumil Kubista joined the group in 1911, although close contact did not ensue.

They worked together with the assiduity of the possessed in a butcher’s shop in a working-class area
of Dresden. The subject matter of the paintings was taken from their everyday surroundings: land-
scapes, street scenes, portraits, scenes in their studio and life models.

The pictures were to be able to be filled directly with life and with experience. They originated in ‘the
entirely naive and unadulterated need, to bring art and life into harmony’ (Kirchner). Artistic stimuli
and models were made available to the young painters through exhibitions in Dresden: 1905 — Van
Gogh; 1906— Munch, Nolde, Seurat, Gauguin and Van Gogh; 1908— Van Gogh again, in one hundred
paintings, plus sixty of the fauves, including Van Dongen who, on the strength of this, was invited to
join exhibitions of D7e Briicke. What was at first intuitively transformed into art, not as an act of physical
strength and revolutionary action, a process in which the spiritual power of colour was still concealed by
its substantiality, was refined into a powerfully expressive art composed of a simplified tracery of lines,
composition over large surfaces and pure colour. From the outset, woodcuts, as a means of clarifying
form, were of great importance in this.

Another source of inspiration was fostered by the fact that normally the friends separated in the
summer months in order to perfect what they had learned individually under mutual supervision
afterwards. They worked either in the surroundings of Dresden, in Goppeln or by the Moritzberg
lakes, at Dangast on the North Sea, on the Baltic Island, Fehmarn, or the Baltic shore at Nidden and so
on. Landscape, the nude, and the nude in a landscape as a form of nature, were important themes for Die
Briicke. The circus and the music halls were also expressions of intensified life.

Naturalness and exaggeration offered possibilities of overcoming traditional bourgeois modes of

32

e




Der Blaue Reiter

behaviour. They were roads towards the ‘new man’ which the expressionists invoked with optimistic
fervour. In order to be able to depict the universality and the objectivity they were referring to, colour
was made independent, freed from its function of describing the object and used purely as the medium
for expression; its effect was heightened by a style of drawing which reduced the object to a cipher.

In 1911 the painters of Die Briicke had sectled in Berlin where, in the last years before the First World
War, the efforts of this modern art were concentrated. Kirchner reacted the moststrongly to the change
in environment and portrayed the hectic, evil and artificial elements in the modern city in tense and
impressive paintings.

In the course of their six years’ work together, the individual artist’s personalities had become so
distinctive thar their association no longer corresponded to any inner necessity. Pechstein was the first
to leave, and in 1913 Die Briicke broke up. Each one continued to work independently. Nevertheless,
what remained binding for each one ' was the ideal of absolute integrity, consistency and responsibility,
in art as in human relations, which they had lived together.

Der Blaue Reiter

The avant-garde-artists in Munich had organized themselves relatively late into a group. In 1909 a
group formed under the name of ‘The New Munich Association of Artists’.

The founder members were Jawlensky, Kanoldt, Erbsloh, Kandinsky and Munter. They were able to
base themselves on the results achieved in other places when they stated in their programme, “We start
from the idea that the artist is continually collecting experiences in his inner world, separate from the
impressions which he receives from nature, the external world. The search for artistic forms that would
express the mutual interpretation of all these experiences — for forms which must be freed from
anything secondary, in order to throw the existential sharply into relief — in short, the scruggle for an
artistic synthesis, seems to us to be a banner which currently is again uniting an increasing number of
artists.’

The aim of the New Association of Artists was to be international. Their driving force came from the
Russians who had been immediately involved with the development in Paris. In 1906 Kandinsky had
exhibited in the Salon d’'antomne, and during his year's stay in Paris he had become a member of its jury.
Jawlensky had mounted ten pictures with the fauves in the 1905 Sa/on d’antomne, and had met Matisse
in whose studio he worked in 1907. So it seems logical that Le Fauconnier should also have become a
member of the Munich group.

The strong international complexion became evident in the exhibition of the circle in 1910; for Le
Fauconnier, the Burliuk brothers, Kandinsky and Redon contributed forewords to its catalogue, while
works by Braque, Picasso, Rouault, Derain, Vlaminck and Van Dongen amongst others were to be
seen. This exhibition caused Marc and Macke to establish contact with the group.

However, by 1911 there were already rifts in the Association and in December 1911 the renegade
members, Kandinsky, Marc and Munter who had left the group, opened the first exhibition by the
editors of Der Blaue Reiter (The Blue Horseman). This exhibition, which was hastily and rather
haphazardly compiled, presented amongst others, works by Rousseau, Delaunay, Campendonck,
Macke, the Burliuk brothers and the organizers. In 1912 it was opened in Berlin as the first ‘Der Sturm
exhibition’ by Herwarth Walden, having been enlarged in thé meantime by works by Klee, Kubin and
Jawlensky. The second and already the last exhibition, under the name Der Blaue Reiter was mounted in
March in r912. It contained only graphic work by the Munich artists, by the Frenchmen who had been
exhibited before, from Die Briicke and by Arp, Malevitch, Nolde and others. It was clearly evident from
;his that there was no united group behind these activities— indeed, there was no longer any attempt to

orm one.




Painting and the Graphic Arts

The need for these smaller alliances had already been overtaken by a European movement, now
manifest everywhere. When the almanach, Der Blaue Reiter, appeared in 1912, it was less the presenta-
tion of a programme than a publication describing the positions which had been established.

The new impulse that carried expressionism forward stemmed above all from Kandinsky, but also
from those around him — Jawlensky, Marc, and Klee — who aimed at the total liberation of the picture
from the object. Hoelzel and Kubin had made experiments in this direction before, and August Endell
had already noted in 1898 that they were at the beginning of a completely new art, one ‘with forms
which signify nothing, and represent nothing and remind us of nothing, which stir souls as deeply and
powerfully as only the notes of music can.” Kandinsky’s problem, for which he found solutions from
1912 onwards, was to find a way of creating a harmony in colour to parallel that in music.

These unadulterated colour forms were now no longer the expressions of emotion or feelings
prompted by some stimulus, but instead corresponded to the inner accord between objects experi-
enced within the soul of the artist; this was transformed and communicated to the observer with a kind
of automation. Klee called this process ‘psychic improvization'. The content of a painting was from now
on the orchestration of colour and the rhythm of forms.

Delaunay in France, had reached similar conclusions. The First World War put an end to this
development. Kandinsky returned to Russia, Jawlensky emigrated to Switzerland, Macke and Marc
died in France.

In the Rheinland and Berlin

A smaller centre formed in the Rheinland which was important more for the diffusion and recognition
of the new art than as a crucial contribution to it— although Macke, Campendonck, Nauen, Rohlfs and
Morgner worked here, to name but a few. In 1902, Karl Ernst Osthaus had set up a museum in Hagen
out of private means; this very quickly brought together an important collection of expressionist art and
the work of precursors, thereby providing an example with lasting effects. In 1909 the Sezession of
West German Artists and Art Lovers was founded, whose programme was to mount a joint exhibition
of French and German arc. This culminated in 1912 in the famous exhibition of the Sezessionists in
Cologne which presented post-impressionist European art under the title Expressionism in a com-
prehensive way for the first time.

‘Triumphant Expressionism’ (Kandinsky), forced the spirit of academicism into retreat; it tried to
make itself heard once more in 1911 in the Protest of German Artists, signed by numerous professors,
which was directed against the supposedly exaggerated value set upon French art by German museum
directors and art collectors.

The new art was also successful in the most important German art scene in Berlin. The Berlin
Sezession, founded in 1898, admitted Barlach, Beckmann, Feininger, Kandinsky, Munch, Nolde and
Rohlfs, but also Bonnard, Denis and Matisse as members, and provided opportunities for exhibition to
the fauves, the Die Briicke group, and the members of the New Association of Artists. After Nolde's
exclusion in 1910, a New Sezession formed where young artists gathered.

In the same year, Herwarth Walden had founded the weekly magazine Der Sturm (The Storm), a
polemical organ of combat for the new literature and painting, which soon reached an astonishing
circulation of 30,000 copies. In 1912 a gallery was attached to the newspaper and opened with the first
exhibition of Der Blane Reiter and Kokoschka. The Italian futurists contributed to the second exhibi-
tion. There followed exhibitions of French graphic art, ‘French expressionism’, Wouters and Ensor,
Delaunay, Kandinsky, Macke, Marc, the Prague artists Fillaand Gutfreund, to select but a few displays.

Walden never lost sight of the European sphere and the climax of activity in mounting exhibitions
was the first German autumn sa/on of 1913, where he brought together works by eighty-five artists from
twelve countries. Walden was an excellent organizer, who despite modest means, allowed numerous
exhibitions to go on tour, not only in Germany but also in Scandinavia, London and Tokyo.
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The Futurists

Italy’s contribution to the revolt of the artistic youth of Europe became known in 1912 through the
exhibitions of the futurists, who were to be found amongst other places in Paris, Berlin, Moscow and
Madrid. Umberto Boccioni, Carlo Carra, Luigi Russolo, Giacomo Balla and Gino Severini were the
most important painters in this movement.

They had signed the Futurist Manifesto in 1910, which had been proclaimed in a Turin theatre in
front of 3,000 people. Under the leadership of the poet Marinetti, an extremely radical art scene grew
up which publicized its ideas at mass rallies.

Italian writers and painters felt humiliated that their country had fallen into artistic provincialism in
the previous hundred years. Their national awareness, amounting to chauvinism, demanded, in the
political sphere, a new empire, a hegemony to which they also laid claim in the field of art. The.arristic
imperative thus became a national issue which could only be resolved by means of a radical break with
all tradition, through a cultural revolution. ‘Italy has been a second-hand market long enough’: these
were Marinetti’'s words in his first Futurist Manifesto which was published in Le Figaro in 1909. ‘We
want to liberate it from the innumerable museums which cover it like innumerable cemeteries.’

Futurism, the art of the future, which was against tradition that stifled all creativity, was fascinated by
the rhythm of modern city life, by the intoxication of speed and the machine.

‘A racing car at speed is more beautiful than the Nike of Samothrace, announced Marinetti, who saw
the crucial criterion for artistic expression in the dynamism of modern civilization. Instead of the
depiction of a static object, it mattered henceforth that through movement the world around us, the
before and the after, should be able to be incorporated into the picture as essential constituents of the
object’s existence. The appearance of the object was extended by foreknowledge, by emotion and by
memories into a complex reality, whose elements were depicted simultaneously. With the help of
movement and simultaneity they succeeded in allowing the most disparate levels of reality to inter-
penetrate and to discover a new creative possibility in art which permitted them to portray the power of
the streets and of life; the ambition and fear which one can see in the city; the feeling of apprehension
engendered by its noise.

The futurists had begun with neo-impressionism and drawn on what the cubists had learnt for their
analysis of the object; they in their turn, however, furnished a concept in the dynamism achieved
through their analysis of movement — which continued to have an influence in France and Germany
when ‘classic’ futurism had come to an end with the outbreak of war.

The Russian Contribution

Without the work of the Russian artists the art of Der Blaue Reiter would be inconceivable, and that of
the Parisian scene the poorer. The evolution of Russian expressionism began in 1906 in Moscow with
the founding of the joint association, The Skyblue Rose (Die Himmelblaue Rose), whose leading
members were Michael Larionov, Natalia Goncharova and the Burliuk brothers. These artists had
made their appearance the same year in the exhibition of Russian art in the Paris Sa/on d'automne. They
developed their art in constant contact with Western Europe.

Modern French art in particular had been continuously present in Moscow since the fauve exhibition
of 1907, not least through the large Morosov and Shchukin collections. In 1910 the Burliuks were
already forming a futurist group. Nevertheless, the Russians did not consider themselves dependent
but as kindred spirits, as they clearly stated in the almanach, Der Blaue Reiter. Rather, they cited as
sources for their expressionist art, folk art, old church frescoes and paintings of the saints, knowledge
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which Kandinsky had also introduced into the Der Blaue Reiter circle. Larionov, especially, approp-
riated the naive, lapidary gestures of popular art and formed ‘primitivism’ from it. The contacts with
cubism and futurism led Larionov and Goncharova to Rayonism. In this, objects and figures were split
into ‘ray’ diagrams, into colour bundles out of which purely abstract shapes were eventually formed.

Dissemination Throughout Europe

At the same moment, the Paris-domiciled Czech, Frantisek Kupka evolved rapidly, directly from
neo-impressionism to pictures built up from colour alone without reference to any object. Czech art, of
which the centre was Prague, sought to link itself with France, since France symbolized for these artists
their opposition to the Austro-Hungarian monarchy. In 1907 and 1908, the group Acht, to which
belonged the most important painters of the Czech avant-garde, Emil Filla, Bohumil Kubista and
Antonin Prochazka, mounted exhibitions of works which had already absorbed the ideas of the fauves
and the expressionists. The Prague artists fostered close contacts. They were part of the European
scene; from 1911 onwards, they took part in all important exhibitions in Germany and organized others
in which all the French avant-garde and Die Briicke painters participated.

Soon various groupings formed in Prague as a result of rifts; they started from very similar principles,
but attacked each other violently over problems of theoretical interpretation and the creative evolution
of cubism. However, the cubist method was in every case overlaid with expressionist emotiveness and
fused with the native baroque tradition; with it a strong predilection for allegorical and visionary scenes
created a quite specific cubo-expressionist style.

The Netherlands and Scandinavia who had pointed the way for European expressionism with Van
Gogh, Ensor and Munch, were hardly touched inside their boundaries by these artistic developments at
the beginning of the century; they did not produce any expressionist works until the 1920s and 1930s,
when they are evoked by the names Fritz, Van Den Berghe, Constant Permeke, Albert Servaes, and
Gustave de Smet.

In the rest of Europe, artistic goals had undergone a transformation as a result of the devastating
consequences of the war. For the generation of artists born around 1880 who were now entering
middle life, a youthful and revolutionary attirude was no longer credible. The visions they had derived
from their exaltation palled before the horror of reality: the frenziedly intoxicated ego of the artist
could not control his overwhelming and dreadful sensations, let alone conceive of form through
intensified expression. The change in reality demanded greater tranquillity of form, required an object
as a support for expression.

The younger generation in Germany, especially Dix, Grosz and Meidner, for whom expressionism
meant revolution and an opening, pursued it as a concept for a short while longer. Nevertheless, the
expressionist fervour which was used as a means to political action after the end of the war, had become
hollow and exhausted itself in proclamations and exhortations. The expressionist gesture had become
empty and degenerated into a mere curiosity.

‘Expressionism has nothing to do any longer with the aspirations of active people,” announced the
Dada Manifesto of 1918. And at the same time, Ludwig Meidner states: “What matters for tomorrow,
what is necessary for me and for others, is a fanatical and ardent naruralism, a passionately virile and
unflinching veracity. We have to create great visions— how else can we do that but with the forms of the
visible world?” This led to verisimilitude in the sense of Dix or Grosz.

The return to rangible reality could be achieved in other ways too — in the direction of Picasso's
neo-classicism, or in the form of Derain’s and the Italians’ classical realism. Concern with the world of
objects became the new artistic problem for the whole of Europe.
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BALLA, Giacomo (Turin, 18.7.1871 - Rome,
1.3.1958). When the fourteen-year-old Balla moved to
Rome with his mother, he had already worked on a
lithographer’s press and followed an art course at night
school. In Rome he continued to educate himself. In
1899 he tried in vain to exhibit his work at the Biennale
in Venice. In 1900 he went to Paris for several months
where he was concerned above all with neo-
impressionism. But he only came to grips with painting
in Rome, where in 1901 he shared his experiments with
Boccioni and Severini.

Divisionism moulded Balla’s painting in the years that
followed. In 1910 he was one of the signatories of the

Balla

first Futurist Manifestco. He became one of the most
important representatives of futurism, drew up numer-
ous manifestoes and took part in most of the activities of
the group. In 1912 he received a commission to execute
some murals in the Disseldorf house of the violinist
Loewenstein, which helped him to develop a geometric,
flat arrangement in his paintings.

At the same time he was intensively concerned with
the analysis of motion, in order to make temporal se-
quence simultaneously visible by using superimposed
images juxtaposed in space. Those lines of movement
and energy were concentrated into whirling elliptic
shapes, into abstract diagrams of motion, which exer-
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cised a powerful influence on the Der Blaue Reiter artists,
especially Franz Marc. Balla progressed along this road
beyond futurism into a world without objects.

BARLACH, Ernst (Wedel, Holstein, 2.1.1870 - Ros-
tock, 1938). Barlach went to the Arts and Crafts School
in Hamburg in 1888; in 1891 to Dresden Academy and
pursued his studies in 1895-1896 in the Académie
Julian in Paris, to which he returned in 1897. He then
lived in Hamburg and Wedel, became a teacher at the
technical school for ceramics in Hohr (Westerwald) and
settled in Berlin in 1905. The experience which gave

BARLACH, ERNST: Self-portrait. 1928.

self-revelation to Barlach, was a journey to Russia in
1906. There he found an opportunity as a sculptor to
develop form into self-contained substance which could
convey vision and expression. Russian beggars and
farmers, whom he saw as symbols of human existence,
comprised Barlach’s favourite themes after his return.
In them Barlach sought, as in his very last works, to
embody the realization that the outer clothing of ex-
ternal reality must coincide at one point with the
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inner expression of its essence. The same motifs were
frequently treated in the sculprure and graphic art of
this period.

In 1907 Barlach signed a contract with the art dealer
Paul Cassirer which relieved him from financial worry.
In 1909 he was working in the Villa Romana in Flor-
ence. In 1912 Barlach’s first play, Der Tote Tag (The
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BARLACH, ERNST: Cathedrals. 1920.

Dead Day) was published by Bruno Cassirer, together
with a series of lithographs. Although Barlach sought
for expression and synthesis in his work, he rejected the
contemporaneous endeavours of modern art in a similar
direction. In 1910 he withdrew to Gustrow in Mecklen-
burg where in the years that followed, he produced ever
more variations on the same themes, both in form and
content, until in the end he became a self-plagiarist.

BARLACH, ERNST: The Dog Catcher. 1915.




BECKMANN, Max: Night. 1918-1919.

BECKMANN, Max (Leipzig, 12.2.1884- New York
27.12.1950). For a long time, Beckmann remained
opposed to the artistic problems of his generation; even
in 1912 he carried on a polemic against modern art with
Franz Marc in the journal Pan. He avoided the radical
rejuvenation of form and sought instead to get to ‘the
root of nature and the soul of things’, with a conscious
continuation of tradition.

Beckmann went to the Weimar Academy in 1900
where he received a thorough education. In 1903 he left
the Academy and went to Paris for six months where he
was decisively influenced by Manet and the impres-
sionists, but also discovered Cézanne for himself. From
1904 onwards, he was resident in Berlin. He won the
Villa Romana prize, and with it a period of study in
Florence, with a large composition of figures shown in
1896 at an exhibition mounted by the artists’ union in
Weimar. In Berlin Beckmann became a member of the
Sezession and in 1910 was elected to their committee.

Beckmann

He sought to express the drama of his time with the
methods of history painting and portrayed bartles and
scenes from the Old and New Testaments on large
canvasses, but also drew on current events. He also
provided landscapes and portraits in small format. By
1913 he was an artist known far and wide who had
already had a monograph, with a catalogue of his works,
devoted to him.

But Beckmann himself was well aware that his
methods were notsuited to ‘express the spirit of things.’
On the outbreak of war in 1914, he volunteered for the
medical service and went to Flanders where he mert
Heckel. In the proximity to horror and death, Beck-
mann found himself. In 1915 he suffered a physical and
nervous breakdown, was discharged and moved from
Berlin to Frankfurt. Beckmann now tried to exorcise
fear, torment and loneliness, ‘The immeasurable soli-
tude in eternity: to experience the extremities of emo-
tion is already to create form. Form is salvation.’
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BECKMANN, MAX: Self-portrait. 1922.
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The pictures he now produced were built up from the
drawn line into angular shapes which fill the whole field
of vision — colour was reduced to local colour. Beck-
mann could only bear life by conceiving of it as one
scene in the theatre of eternity. He gained the objectiv-
ity to be able to depict the world as a grotesque, and

BECKMANN, MAX: Descent from the Cross. 1917.

joyless farce. Distance and a rigid arrangement in his
paintings were the means by which Beckmann suc-
ceeded in controlling the pressures of emotion from
1922 onwards, in going beyond the phase of his art
which had been concerned purely with expression.

BERGHE, Frits Van Den (Ghent, 3.4.1883 — Ghent,
23.9.1939). From 1897 to 1904 Frits van den Berghe
attended the Academy in Ghent where Albert Servaes
was his fellow pupil and friend. In 1904 he entered the
artists’ community in Laetham Saint Martin, where he
shared a studio with Servaes. Van den Berghe painted in
an impressionist manner, like his friends, Servaes, de
Smet and Permeke and retained this style until 1916.
From 1907 to 1911 he taught painting technique in the
Ghent Academy. In 1914 he went to America, was
taken unawares by the outbreak of war and went to
Holland where he remained until 1922 apart from short
intervals. In Holland he often collaborated with de

Boccioni

Smet, and later with Permeke. From 1917 onwards he
produced expressionist paintings, built up from thick
spontaneously applied colour.

Like de Smet and Permeke, he was stimulated by the
work of the cubist painter Le Fauconnier, and
developed a style of angular surface divisions, and rather

BERGHE, FRITS VAN DEN: Sxnday. 1923.

matt red and brown tones, with which he achieved an
expression of unity.

BOCCIONI, Umberto (Reggio di Calabria,
19.10.1882 — Verona, 16.8.1916). From 1898 onwards
Boccioni lived in Rome where he first worked with a
poster painter, and attended life-classes at the Academy.
In 1900 he made the acquaintance of Severini with
whom he worked in 1907 in Balla's studio and from
whom he gained a knowledge of neo-impressionism. In
1902 he went for the first time to Paris, and in 1904 to
Russia. He spent 1906-1908 in Padua and Venice
before settling in Milan. Here he worked as a commer-
cial artist and illustrator. In 1909 he met Marinetti at
whose instigation Boccioni, Carra and Russolo com-
posed the first Futurist Manifesto, published in 1910. In
the same year, Boccioni mounted his first solo exhibi-
tion in Venice.

In 1911 he again visited Paris, where Severini intro-
duced him to Picasso, Braque and the cubist circle.
Boccioni not only participated in the activities of the
futurists, but being the greatest talent of the circle, he
was one of its driving forces. Thus he was fundamental
in contributing to the theoretical formulation of their
goals and to their artistic application. Amongst other
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BoccCIONI, UMBERTO: S¢reet Noise. 1911.

things, he drew up in 1912, the Technical Manifesto of
Futurist Sculpture. In 1913 other practical results of
these reflections were already being exhibited. In 1915,
Boccioni volunteered for military service.

Boccioni, who wished to paint ‘the fruits of our indus-
trial age’, began in 1909 with depictions of suburban
districts, scarred by industry. In 1910 he extended these
themes in scenes of moving events and thus realized in
painting the futurists’ demand for representation of
dynamism and motion.

His prismatic dissection of colour also became more

BOCCIONI, UMBERTO: Dynamism: a cyclist. 1913.

intensely expressive. The decomposition of form,
gained from cubism was employed as a means of creat-
ing vibrancy and lines of energy, through which states of
excitement and emotional moods could be conveyed.
The reduction of objects, bodies and events to dynamic
lines, led Boccioni in 1911 to the brink of abstract
painting. However, the power of his imagination in the
plastic arts that, as above, had already been realized in
sculptures in 1913, required an object as its starting
point. His death- he died in 1916 after a riding accident
— marked the end of futurism.

BRAQUE, Georges (Argenteuil, 13.5.1882 — Paris,
31.8.1963). Braque came from a family of interior
decorators, who also tried their hand as ‘Sunday’ pain-
ters. In 1890, the family moved to Le Havre. Here the
fifteen-year-old Braque attended night classes in the
municipal art school and became friendly with Dufy and
Friesz. In 1897 he began his training as an interior
decorator, which he continued in Paris in 1900. Here

BRAQUE, GEORGES: Antwerp: Ships with flags. 1905.

too, he attended night classes. After exemption from
military service, he entered the Académie Humbert,
where he made friends with Marie Laurencin and Fran-
cis Picabia. Like the majority of this generation of pain-
ters, he learnt through frequent visits to the Louvre. He
was especially interested in Egyptian and Greek sculp-
ture, as well as Poussin and Corot. In 1903 he went to
the Ecole des Arts, where he again met Dufy and Friesz.
However, he returned to the Académie Humbert after
only two months. From 1904 onwards he worked by
himself. He practised a bland sort of impressionism
reminiscent of Corot and early Monet, until the fauve




exhibition at the 1905 Salon d'automne opened his eyes.

In 1906 he painted fauve landscapes in Antwerp with
Friesz. Although he showed Braque the practical pos-
sibilities of pure colour, Braque’s painting remained
cool and less spontaneous. Only the landscape of the
South, which he experienced at L'Estaque in 1906,
enlivened his palette. When he exhibited six paintings in
1907 in the Salon des indépendants with Friesz, every one
was sold. Strengthened by this success, he returned with
Friesz the same year to La Ciotat and 'Estaque.

The paintings which he now produced, distanced
themselves from the subject matter; the lines turned
into arabesques which were less important for expres-

BRAQUE, GEORGES: The Quay at Estaque. 1906.

sion than for structure. Instead of pure colours, he
preferred segmented shades. In 1907 the art dealer
Kahnweiler signed an agreement with Braque, taking
charge of all his work. Braque saw the Cézanne exhibi-
tion in the Salon d'automne, an experience which gave his
own art a new orientation. He met the poet Apollinaire
at the exhibition, who introduced him to Picasso. After
less than two years, Braque broke away from fauvism,
which he had perfected in some twenty paintings. When
he painted with Dufy at L'Estaque in 1908 he was
already building up his surfaces from geometric forms.
The road towards cubism had begun.

BURLIUK, David (Ryabuchky, near Kharkov,
22.8.1882 — Southampton, New York, 15.1.1967).
David Burliuk and his younger brother, Vladimir, born

Camoin

BURLIUK, DAVID: My ancestor the Cossack. Circa 1908

on 15th March 1886 at Cherson, killed 1917 near
Salonika, were inseparable and were to be found
together from their first training at art college in Kazan.
In 1903, they went to Munich and became pupils of
Azbe. In 1904-1905 they visited Paris and worked in
Cormon’s studio at the Ecole des Beaux-Arts. In 1907
they organized the first exhibition of the Russian avant-
garde in Moscow, together with Larionov and Gon-
charova. Further exhibitions and the foundation of
various circles of artists and writers quickly followed.
In 1910 they met Kandinsky in Odessa and from then
on they participated in the exhibitions of the New
Association of Artists in Munich and Der Blaue Reiter,
in whose publications they were the spokesmen of
modern Russian art. From 1911 on, David was
the leader of the futurism movement in Russia, until
he left his homeland in 1918 and went to the United
States via Japan.

CAMOIN, Charles (Marseilles, 23.9.1879 - Paris,
20.5.1965). Camoin, whose father ran a painting and
decorating business, attended commercial school in
Marseilles from 1895 on, and at the same time night
classes at the Ecole des Beaux Arts in Moreau's studio,
where he made friends with Matisse, Marquet and Puy.
In 1900 he did his military service at Arles and painted
there under the influence of Van Gogh. In 1902 he met
Cézanne in Aix-en-Provence, and corresponded until
Cézanne’s death. In 1903 he visited Monet. The same
year he exhibited for the first time in the Salon des
indépendants. In 1904—-1905 he worked with Marquetat
Chassis and St Tropez; in 1905 he took part in the
exhibition from which the fauves got their name. In
1907 he went to London with Marquet and Friesz; in
1906 he had his first solo exhibition in Kahnweiler's
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CAMOIN, CHARLES; Portrait of Albert Marquet. 1904.

gallery. In 1910 he exhibited in Frankfurt for Scham. In
1912 he went with Matisse and Marquet to Tangiers.
Camoin never thought of himself as a fauve. He was a
colourist, full of optimism and the joy of living, who
remained bound to the external appearance of the
world.

CAMPENDONK, Heinrich (Krefeld, 3.11.1889 —
Amsterdam, 9.5.1957). In 1905 Campendonk came to
Jan Thorn Prikker at the arts and crafts school in Krefeld
with the intention of becoming a pattern designer, for
the textile industry. He stayed intil 1909, then turned to
painting and together with Helmut Macke, the cousin of
August, he set up a joint studio in 1910. In 1911 he got
to know Franz Marc who invited him to come to Upper
Bavaria. Campendonk responded to this request and
became closely associated with Marc. He took part in
the first Der Blane Reiter exhibitionin 1911 and in 1913
exhibited at the German autumn sa/on in Berlin. His
membership of Der Blane Reiter was decisive for his
artistic development; following Marc, he tried to depict
a great chain of being with the art of freely applied
expressive colour; but could not get beyond a decora-
tive fairy-tale world, whose story-telling quality was
intensified even more by the influence of Chagall, whom
Campendonk had mer in Berlin in 1914.
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CARRA, Carlo (Quargnento, Alexandria, 11.2.1881 —
Milan, 13.4.1966). Carra was an interior decorator and
had to earn his living thus from twelve years old. In 1895
he went to Milan where he attended night school in
Brera, while continuing to ply his trade. In 1889 he went
to Paris, attracted by the possibility of finding work in
the construction of the World Fair, and at the same
time getting to know French art. The impressionists,
Cézanne and Gauguin interested him the most. In 1900
he journeyed to London where he discovered Turner
and Constable for himself before returning to Milan. In
1903 he abandoned his livelihood and from then on
attended the art and craft school in Castello Sforzesco.
In 1906 he entered Brera Academy. Here Cesare Tel-
lone became his teacher, who drew him towards neo-
impressionism. After Carra had met Boccioni at an
exhibition in 1908, he met Marinetti in 1909. Together
with Boccioni and Russolo, Carra drew up the first
Futurist Manifesto, published in 1910. From 1915 he
took part in the futurists’ exhibitions and activities. In
1911, 1912 and 1914 he again went to Paris where he
moved in cubist circles. This contact with French art led
him, for his temperament inclined towards heavy
austere forms, to an early break with futurism; he was
already interested in Giotto and Uccello in 1913; in
1916 during his military service he met de Chirico in
Ferrara. Under his influence, Carra developed towards
pittura metafisica (metaphysical painting), with which he
was to evolve his personal style.

CAMPENDONK, HEINRICH: The Balcony. 1913.




Chagall

CARRA, CARLO: Study for the funeral of the anarchist Galli. 1910.
CHAGALL, MARC: The village and 1. 1911.

CHAGALL, Marc (Vitebsk, 7.7.1887). Chagall grew
up in a poor and numerous family. This single life, in a
strict Jewish background provided him with that deeply
religious spirit which, together with his memories of
village life, was to determine his whole work. In 1906 he
began his artistic training in Vitebsk with Jehuda Pen
and in 1907 went to the school run by the Imperial
Society for the Promotion of the Arts in St Petersburg.
In 1908 he changed to the Swansewa School where
Leon Bakst became his teacher and acquainted him with
the work of Cézanne, Van Gogh and Gauguin.

In 1910 a small grant enabled Chagall to travel to
Paris. Under the influence of the fauves he achieved a
powerful and expressive colour technique. In 1911 he
became associated with Léger, Delaunay, Gleizes, and
Modigliani, amongst others, and began to steep himself
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in cubism. Delaunay’s colouring, which aimed at
abstraction, and his principle of simultaneity, were par-
ticularly helpful to Chagall in how he brought together
various inner experiences and memories in a complex
picture. In 1911 he exhibited in the Salon des
indépendants for the first time, and in 1912 in the Sa/on
d'automne.

Chagall became friendly with the poet Cendrars who
often provided the titles for Chagall's fantastic scenes.
In 1913 he met Apollinaire and Walden, who mounted
Chagall’s first solo exhibition in 1914 in the Berlin
Stirm gallery. Chagall’s art, which strove less towards
form than towards the direct transposition of inner

CHAGALL, MARC: Sabbath. 1909.

experience, linked him with the efforts of German
expressionism.,

In 1914 Chagall went to Vitebsk via Berlin. The
outbreak of war prevented his return to Paris. He
replenished the reservoir of his memories in Russia and
painted with a close relationship to reality but without
abandoning the cubist division of the picture surface.
After the outbreak of the October Revolution in 1917,
he was appointed commissar for the arts in the province
of Vitebsk and founded an art gallery of which he
became director. After disagreements with Malevich he
resigned in 1920 and left Russia in 1922 to return to
Paris.

46




Delaunay

his life, the world became transparent for Lovis Corinth.
In 1911 he had suffered a stroke, the consequences of
which were a constant reminder of the proximity of
death. Corinth’s vigorous, sometimes violent painting
had already gone beyond the limits of plein-air painting.
The man who had taught the expressionist generation —
Macke had been one of his pupils ~ now realized that a
picture should reflect not the reality of nature, but the
reality of the painter. Admittedly, he still needed the
visual experience as the cause and point of departure for
his work. However, he intensified colour to express
personal feeling, made his application of it more drama-
tic and created from it expressive visions comparable to
those of Nolde, Kokoschka and Beckmann.

CHAGALL, MARC: Self-portrait with seven fingers. 1911.

CORINTH, Lovis (Tapiau, East Prussia, 21.7.1858 —
Zandvoort, Holland, 17.7.1925). In the last decade of

CORINTH, LOVIS: Self-portrait. 1924.

CORINTH, LoVis: Red Christ. 1922.

DELAUNAY, Robert (Paris, 12.4.1885 — Montpel-
lier, 25.8.1941). Delaunay was brought up by an uncle
who was a landowner and painter at the Academy. In
1902 his family exempted him from further schooling
and he joined a studio which made theatrical scenery in
Belleville. In 1904 he went to Brittany and painted his
first landscapes in an impressionist style.

His intuitive handling of colour was given full rein in
1905 with his acquaintance with neo-impressionism,
which led him to fauvism. In 1906 he made friends with
Metzinger, and met Henri Rousseau in 1907. In 1908,
under the influence of Cézanne’s art, he achieved a
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DELAUNAY, ROBERT: The City of Paris. 1910-1912. Derail.

geometric simplicity and modelling via colour that
brought him close to cubism.

However, Delaunay was interested above all in the
problems of rhythm and the dynamic movement of
colour. As a result, the first series of paintings on the
theme Saint-Séverin appeared in 1909, in which
dynamism of expression was achieved by means of dis-
tortion. It is precisely these pictures, which became
known in Germany in 1911, that influenced German
expressionism right into the films of the 1920s.

In 1910 Delaunay began the series The Eiffel Tower.
To emphasize the movement in the colours, the form is
splintered and moulded into an expressionist vision. In
the same year he married Sonia Terk. In 1911 he took
part in the first exhibition of Der Blaue Reiter in Munich
whose members were personally and artistically close to
him in the following years. Delaunay met Apollinaire,
Le Fauconnier and Gleizes.

In 1912, Delaunay reduced the forms of objects in
order to create rhythm and movement from colour
alone. His pictures, whose themes are scarcely recog-
nizable any more, were built up from transparent layers
of contrasted colour. Delaunay, who had taken his sub-
ject matter from the modern world — airships, aero-
planes, the Eiffel Tower, football - arrived, after 1912,
at a purely abstract solution in his ‘disc’ pictures where
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DELAUNAY, ROBERT Sa7nt-Séverin. 1908.

contrasting colours are arranged in circles. In 1913 he
travelled with Apollinaire to Berlin where two large
collective exhibitions were mounted.

DELAUNAY-TERK, Sonia (Ukraine, 14.11.1885).
From 1890 Sonia grew up in St Petersburg and began
herartistic training there. In 1903 she went to Karlsruhe
and completed two years' drawing study, which she
continued in Paris in 1905 at the Académie de la Palette.
Here she met Ozenfant and Dunoyer de Segonzac.
Under the influence of Van Gogh and Gauguin she
sought her own mode of expression through pure col-
our, and drew closer to Fauvism. In 1906 and 1907 she
painted in Finland. In 1908 she married the German
writer and art collector, Wilhelm Uhde, in whose gallery
she mounted an exhibition in 1908. In 1907 she had met
Delaunay for the first time, and had decided in 1909 to
live and work with him. She married him in 1910 and
came under his artistic influence. She practised their




abstract-geometric style not only in painting but also
with great success in the applied arts. She designed
tapestries, bookbindings, furniture, interiors and
clothes. She was nevertheless esteemed as an artist in
her own right from the outset. In the first German
autumn s@lon in 1913 in Berlin, she was represented by
twenty works.

DERAIN, André (Chatou, 10.6.1880— Chambourcy,
8.9.1954). Derain’s parents wanted him to become an
officer or an engineer. He attended the Lycée Chaptal in
Paris and then the Ecole des Mines. As a fifteen-year-old
he had already received some artistic training from a
painter living in Chatou. He was thus introduced to
landscape painting which was later to constitute his
favourite field. From 1898-1900 he attended the
Académie Carriere, where he met Matisse.

DERAIN, ANDRE: Self-portrait in a Floppy Hat. 190s.

Bur his meeting with Vlaminck was more important
for him. They set up a studio together in Chatou.
Vlaminck's enthusiasm urged Derain to use pure colour
as a means of expression. In 1901 the Beckheim-Jeune
Gallery mounted a Van Gogh exhibition which made a

Derain

DERAIN, ANDRE: Westminster Bridge. 1905.

deep impression on Derain. He barely had time, how-
ever, to react to these stimuli since he had to do his
military service from 1901 to 1904. On his return he

DERAIN, ANDRE: The Old Tree. 1905.
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followed the example of Matisse with whom he painted
in Collioure in the summer of 1905. Derain was familiar
with Van Gogh and neo-impressionism as mentioned
previously, and so e only needed a few hints for him o
discover intuitively from these precepts a harmonious
and decorative mode of expression for his landscape.
He showed such pictures in the Swlon d'automne in 1905.
In 1905 and 1906 he went to London, in the summer of
1906 he painted in I'Estaque. His colours were now
assembled over large areas and had stronger contours.
He was seeking a way from emortion to formal structure.
In 1907 he made friends with Picasso and signed a
contract with the Kahnweiler Gallery.

In 1909 he painted with Braque in Carriere-
Saint-Denis; in 1917 with Picasso in Cadaques. For
Derain this marked his estrangement trom fauvism and
a turning towards reduced colour. Derain nevertheless
followed his friends a litele way along the road to cubism
admittedly, by carrying the refracuon of light, and
simplification of volumes beyond Cézanne, but he
remained faithtul to a conninuity of surface.

Dix, OTTO: Self-portrait as a soldier. 1914
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DIX, Otto (Untermhaus, Thuringia, 2.12.1891 -
Singen, 25.7.1969). Dix began with an apprenticeship
as an intenor decorator in Gera from 1905-1909. In
1910 he went to Dresden, the centre of expressionism,
to study at the art and craft school. He stayed there until
1914 and gained inspiration from Die Briicke, Der Blaue
Rester and futurism. In 1913 he was deeply impressed by
a Van Gogh exhibition which was directly assimilated
into his work.

At the outbreak of war, Dix volunteered for military
service. He wanted to witness the end of an epoch and
the downfall of bourgeois society, which so many artists
hoped from the war. He now painted soldiers in heigh-
tened, expressionist colours, and depicted himself as
Mars. He caprured these apocalyptic events in innumer-
able drawings and gouaches, not merely recording, but
transforming them into ecstatic, expressive visions.
These forms, which seem to split asunder of their own
accord, and the aggressive rhythms in the lines, are not
tormulations of an artistic problem, but rather the only
possible means of simultaneously portraying these great
and earthshattering events that changed the world. It
has therefore been rightly said that the aim of the
futurists reached its climax in Dix’s war paintings.

In 1919 Dix contnued his studies at Dresden
Academy and became a founder-member of the ‘19
Group, whose goal was to ‘search for a new expression
for the new world that surrounds us.” Dix’s work con-
tinued to revolve around his war experiences. However,
heightened emotion evaporated when confronted by
the knowledge that only evil and horror had triumphed.
This was the new truth which had to be faced objectively
and soberly. In order to overcome it, Dix turned to
verisimilitude.

DONGEN, Kees van (Delfshaven, near Rotterdam,
26.1.1877— Monaco, 1968). Van Dongen came to Paris
in 1897. He had previously attended a school for the
applied arts, in order to become an industrial designer,
but his sensuous temperament was more suited to paint-
ing. In 1895 he went to America as a ship’s steward and
worked as an illustrator for the Rotterdam Nieusblad. He
then earned his living in Paris. He also illustrated several
magazines, among others, the Assiette au Beurre. He
modelled his drawing technique on Steinlen, Forain and
Toulouse-Lautrec. In 1905 he set up a studio in the
Bateau-Lavoir and became Picasso’s neighbour.

Like all the painters who later turned to fauvism, Van
Dongen went through an impressionist stage, during
which he produced mainly landscapes. These were
characterized by lurid colours and free composition,
buile up from heavy brushstrokes inspired by Van



van Dongen

Gogh, that solidified into a thick impasto. In 1904 Van
Dongen exhibited in the Salon des indépendants and
mounted a large solo exhibition at Vollard’s. He had
discovered for himself the colour contrast method,
which linked him with Matisse’s circle. He exhibited
with him in the 1905 Salon d’automne. In this year, his
application of colour began to cover larger surfaces and
was heavily contoured.

Unbroken colour conditions his painting from 1906
and was used by him from 1913 onwards. Van Dongen
was one of the first to turn to fauvism, and one of the

DONGEN, KEES VAN: Self-portrait. 1903

DONGEN, KEES VAN: Riders in the Bois de Boulogne. Circa 1906.

DONGEN, KEES VAN: Woman and Pillars. 1908.
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longest to adhere to it. For he was most concerned with
rendering sense impressions and not primarily with
artistic problems. In 1907 he signed an agreement with
the Kahnweiler Gallery; in 1908 he became a member
of Die Briicke in Dresden.

He painted chiefly women— dancers, nudes, portraits.
They fascinated him physically, but he was less
interested in them psychologically. For this reason, he
placed his figures in the foreground, in front of an empty
space. However, he soon lost his impetus and inner
dynamism. His paintings became so superficial that a
nude he sent to the 1913 Salon d'antomne was removed
by the police as indecent. Not long afterwards Van
Dongen became the most sought-after painter of fash-
ionable society portraits and female nudes.

DuFryY, RAOUL: The Fair. 1906.

DUFY, Raoul (Le Havre, 3.6.1877 — Forcalquier,
23.3.1953). At fourteen Dufy began an apprenticeship
with a coffee importing firm; at the same time he
artended night classes at the municipal art school from
1892 on, where Charles Lhuillier was his teacher. Here
he met Otto Friesz and Georges Braque. In 1900 he
received a grant from Le Havre which allowed him to
continue his studies at the Ecole des Beaux Arts. Friesz
also worked here in Bonnat's studio. Dufy stayed until
1904, not for the teaching, but because the studio mod-
els were free. He painted Parisian landscapes under
Picasso’s influence, and beach scenes which owed some-
thing to Boudin. In 1902 he met Matisse and Marquet in
Berthe Weill's gallery; in 1903 he exhibited for the first
time in the Salon des indépendants.




DUFY, RAOUL: Posters in Trouville. 1906.

Dufy turned to pure colours after he was directed
away from impressionist realism by Matisse, and turned
towards the imagination of painters with similar goals;
Marquet was the closest, with whom he painted in
Fécamp in 1904, and in Trouville in 1906. In
1905-1906, he was with Friesz in Falaise, and also with
Braque in Durral. He intensified colour in order to
overcome superficially clarity. He was convinced that
‘we need to create a world of objects that we do not see.”
To this end, he introduced a drawing technique which
simplified not only outline, but also condensed ex-
pressive form.

In 1906 he had his first solo exhibition in Berthe
Weill's gallery and exhibited for the first time in the
Salon d'automne. In 1908 he went with Matisse to
I'Estaque. Under the influence of Cézanne’s painting,
Dufy’s style also changed completely. He abandoned
unalloyed colour and pursued cubist problems of con-
struction. However, the rigours of cubism conflicted
with his sunny, lively temperament, so that this stage
was also only a passing phase. In 1909 he went to
Munich with Friesz; this led to a short contact with the
painting of German expressionism.

ERBSLOH, Adolf (New York, 27.5.1881 -
Irschenhausen, near Munich, 2.5.1947). Erbsloh was
born in New York, the son of German parents, and
grew up in Wuppertal. In 1910 he went to Karlsruhe
Academy with the intention of becoming a portrait
painter. Here he made friends with Alexander Kanoldt.

Feininger

ERBSLOH, ADOLF: Nude with garter. 1919.

In 1904 he moved to Munich and studied at the
Academy with Herterich. He also developed through
art nouveau, pointillism, Van Gogh and Cézanne. In
1909 he was a founder-member of the New Munich
Association of Artists, whose president he became in
1910, after the seccession of Kandinsky and Marc. His
friendship with Jawlensky was artistically decisive for
Erbsloh. He adopted the latter’s palette, which he made
somewhat heavier, and also the technique of enclosing
the figure in an unbroken outline. The composition of
Erbsloh’s paintings, always rather constrained in its
effect, grew even harder under the influence of cubism
into a rigid structure which Erbsloh developed after the
war into paintings of the New Objectivity Movement.

FEININGER, Lionel (New York, 17.7.1871 — New
York, 13.1.1956). Feininger was one of the few artists
who specifically called himself an expressionist. Painting
was for him ‘the ultimate goal for heightened expres-
siveness.” He had come to Europe in 1887 and first
studied at the art and craft school in Hamburg, then in
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FEININGER, LYONEL: Dream on the river. 1937.
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FEININGER, LYONEL: Self-portrait. 1915.

FEININGER, LYONEL: Gelmeroda IX. 1926.

Filla

the Berlin Academy and in 1892-1893 in Paris at
Colarossi’s studio. From 1894 onwards he worked as a
caricaturist for various satirical journals in Berlin. His
success, which also spread to America, was so extra-
ordinary, that he was very soon considered as the best
Berlin artist.

From 1905 on, however, this did not satisfy him any
more. He began to paint landscapes in Weimar and
Thuringia, on which he continually drew later for his
themes. In 1906 he returned to Colarossi in Paris and
there moved in the circles of Matisse’s followers. In
1901 he returned to Berlin, where he now produced
pictures of fantastic figures. They reveal his interest in
fauvism. In 1911 he again went to Paris and there, with
the aid of cubism, discovered a way to explain his artistic
idea. But his goal was not dissection, but monumentality
and concentration. The crystalline structure of his paint-
ings fostered a synthesis of rhythm, form, perspective
and colour. In 1912 Feininger met the artists of Die
Briicke and made friends with Schmide-Roctluff, Heckel
and Kubin. From 1913 on, he painted again in Thuringia
and now resumed his true themes: landscape and
architecture. The latter was for him symbolic of an
order, an active spiritual force for which an expression
must be found. In 1917 Herwarth Walden mounted his

FILLA, EMIL: Portrait of a man. 1907.

first collective exhibition with one hundred and eleven
works in Der Stiirm Gallery which brought Feininger
recognition as an artist. In 1919 he was appointed the
first director of the Bauhaus in Weimar.
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FILLA, Emil (Chropyné, Moravia, 4.4.1882 — Prague,
7.10.1953). Filla studied from 1903 to 1906 at the
Academy in Prague. The impression made on him by
the Munich exhibition of 1906 in Prague was decisive.
Munich prepared the ground for Filla’s endeavours to
achieve a passionate, almost elemental power of expres-
sion. In 1907 he was a co-founder of the Ach? group, the
first avant-garde artistic centre in Prague. In the years
between 1907 and 1914 he travelled on repeated occa-
sions to France, Italy and Germany, and took part in
exhibitions such as that of the Sezession in Cologne in
1912. In 1911 he became a member of the Group of
Plastic Artists which had formed with the aim of evolv-
ing a homogeneous base for their style, founded on
cubism. From then on Picasso became the major
stimulus in Filla's highly elaborated painting, and Filla
followed him through all the phases of cubism.

FRIESZ, Emile Othon (Le Havre, 6.2.1879 — Paris,
10.1.1949). When still at secondary school in 1892
Friesz was attending evening classes at the municipal art
college in Le Havre, where he met Dufy and Braque. In
1898 he received a grant to study at the Ecole des Beaux
Arts in Paris, and there entered Bonnat's studio where
he worked until 1904. In 1907 he met Picasso and
Guillaumin and under their influence he turned to
impressionism. He exhibited his works in the Sa/on des
indépendants from 1903 and in the Salon d'automne from
1904. In 1904 he fell under Matisse’s influence and
devoted himself to the study of pure colour. His
development towards fauvism was hastened by travels
in the South of France. In 1904 he painted in Chassis, in
1905 in La Ciotat, in 1906 he was with Dufy at Falaise
and with Braque in Antwerp, and in 1909 with Braque
in Le Ciotat again.

FRIESZ, EMILE-OTHON: The Woman on the green sofa. 1927.
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FRIESZ, EMILE-OTHON: Portrait of Fernand Fleuret. 1907.

In 1906 he signed a contract with the Druet Gallery,
which took charge of all his works. In 1909 he went to
Munich with Dufy where he painted rigidly structured
urban views which already reveal an estrangement from
pure colour. Friesz had never soughrt after violent con-
trasts. His colouring always remained relatively dis-
creet, and his forms, circumscribed by curbing outlines,
never entirely freed themselves from their connections
with tradition. Under Cézanne’s influence, his painting
was transformed — ‘1908 marks for me the end of the
observation of so-called pure colour which had begun in
1904. Colour ceased to dominate the canvas, form
reappeared in light and volume.’

GONCHAROVA, Natalia (Turin, 4.6.1881 — Paris,
17.10.1962). Natalia Goncharova, the daughter of a
wealthy architect, went to school in Moscow, and, from
1896 on, studied history, zoology, botany and medicine
before going to the Academy, where she entered a
sculptor’s studio. She was a self-taught artist. About
1900 she met Michael Larionov in the Academy, which
she left in 1902. From then on, their artistic paths ran
parallel. From 1903 to 1906 Goncharova also painted
impressionist and divisionist paintings, which she
showed at the exhibition of Russian art in Paris in 19006.
She evolved primitivism in company with Lartonov until




GONCHAROVA, NATALIA: The Green and Yellow Forest. 1912.

1911, and took part both in the Der Blaue Reiter exhibi-
tions in Munich, and the first German autumn Salon
in Berlin. In 1913 she also pushed rayonism, the
specifically Russian form of cubo-expressionism, into
the regions of abstract art. In the same year she began

Goncharova

k for the theatre and met Diaghilev, for whom she
designed costumes and décor until 1929. In 1914, she
moved to Paris with Larionov after she had mounted a
retrospective exhibition of two hundred and forty-nine
works in Moscow.
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GROMAIRE, MARCEL: Paris: ile de la Cité.

GROMAIRE, Marcel (Noyelles-sur-Sambre,
24.7.1892 - Paris, 11.4.1971). Gromaire was the son of
a French father and Belgian mother. He came to Paris to
study law. At the same time he attended various art
schools, one of which was the Académie de la Palette, run
by Le Fauconnier. After two years he devoted himself
entirely to painting, continuing to educate himself. He

GROMAIRE, MARCEL: The lines of the hand. 1935.

started with Cézanne and the fauves and came into
contact with Matisse’s circle. In 1911 he exhibited for
the first time in the Salon des indépendants; from
1914-1916 he took part in the First World War, was
wounded at the Somme, and in 1919 returned to Paris.
From then on Gromaire assimilated stimuli from Léger
and in about 1920, finally evolved from his experiments
a monumental, sombre expressionist style, which shows
clear Flemish characteristics. Landscapes, workers,
peasants, and nudes were his favourite themes, on which
he created large paintings, synthesizing them from
decorative, figurative and plastic elements.

HECKEL, Erich (Ddbeln, Saxony, 31.7.1883 — Hem-
menhofen on Lake Constance, 27.1.1970). Heckel and
Schmidt-Rorttluff had become friends in 1901 at secon-
dary school in Chemnitz, and began to draw and paint

HECKEL, ERICH: Self-portrait. 1917.

together. In 1904 Heckel went to Dresden to study
architecture. He met Kirchner and Bleyl, and in 1905
founded the Die Briicke circle with them and Schmidt-
Rottluff. At the same time he abandoned his studies in
order to devote himself entirely to painting.

Heckel, who had an almost fanatical conception of
triecndship and artistic partnership, became the cohesive
element in the group, and as their manager, its practical
organizer. This work with his friends, whom Nolde and
Pechstein had joined in 19006, also meant, above all, a




HECKEL, ERICH: Reclining woman. 1909.

close examination of Van Gogh, which expressed itself
in a vigorous painting style.

However, Heckel very soon realized that for him,
painting born from instinct alone could not lead to the
discovery of form.

In the summer of 1907 he had gone with Schmidt-
Rottluff to Dangast on the North Sea for the first time.
The experience of nature in its original state, linked with
his own intellectual discipline, led him in 1908 to a
grandiose style.

In Spring 1909 he travelled in Italy; he spent the
summer with Kirchner at the Moritzburg lakes and in
the autumn went to stay with Schmidt-Rottluff. His
journey to Italy brought about a clarification of his
forms. He was especially impressed by Etruscan art,
which confirmed him in his striving after rigour,
simplification and increased spirituality. By 1910 the
typically flat style of Die Briicke had become perfected
by Heckel as well. Areas of colour, delineated with
jagged, angular contours are intertwined to form a com-
pletely compact and immutable composition. Yet

Heckel

Heckel’s intensity remained austere, barren and curi-
ously harsh. Landscape followed in close succession at
the Moritzburg Lakes and in Dangast, as well as urban
views, nudes, bathing figures and music hall scenes. In
1911 Heckel painted at Prerow on the Baltic where
Jawlensky was also working.

In the Autumn of that year he moved to Berlin like his
friends, where he took over Otto Mueller's studio. This
change represents no break in his artistic aims. He was
not concerned, as was Kirchner, with the dynamism of
the city; from now on he was interested in trends which
were not subject to the moment. He directed his atten-
tion towards the variety in landscape and the passing of
the seasons, and also the behaviour of men in their
longings, joys and sufferings. His paintings originated in
human compassion.

The year 1912 brought numerous meetings for Hec-
kel, with Macke and Marc, for example and the start of
his friendship with Feininger. The high point was the
exhibition of the Sezession in Cologne, when Heckel
and Kirchner decorated the chapel. In 1913 Die Briicke
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HECKEL, ERICH: White circus horses. 1921.

broke up. Heckel mounted his first solo exhibition the
same year. He progressed towards ordering objects in
his pictures into a stable equilibrium. From now on he
transformed his findings from cubism into an angular, as
it were, disjointed structure which enabled him to

tray light in a characteristic way. He represented
reflections as crystalline shapes so that, with the aid of
this ‘visible” atmosphere, the heavens, the earth, water
and man fused into a single mode of expression.

In 1914 Heckel volunteered for military service and
in 1915 was appointed to nurse the wounded in Flan-
ders. Here he met Beckmann and made friends with
Ensor. Heckel and Beckmann were, with other artists,
under the command of the art historian Walter Kaes-
bach, who so detailed their duties, that every other day
was left free for artistic work. In 1918 Heckel returned
to Berlin. He evolved his art within the framework of
themes he had already elaborated and strove to portray
in his pictures what is permanent and universal.

EL, ERICH: Transparent day. 1913.




JAWLENSKY, Alexej von (Kuslovo, 13.3.1864 -
Wiesbaden, 15.3.1941). Born the son of a Russian col-
onel, Jawlensky seemed destined automatically for a
military career. In 1877 he entered Cadet School in
Moscow and in 1882 the Alexander Military Academy.
In 1884 he became a lieutenant in a Moscow infantry
regiment. He associated with painters and began to copy

Jawlensky

artist in Russia. He brought Jawlensky and Marianne
von Werefkin together. She was his private pupil and
already well-known as a painter. In 1896 Jawlensky,
now a captain, left the army and moved with Werefkin
to Munich. They attended the Azbe School, where they
met Kandinsky. It soon became clear to Jawlensky that
colour was the only means of expression that suited him;

JAWLENSKY, ALEXE] VON: The Coast of the Mediterranean. 1907.

paintings in the Tretyakov Gallery. In 1887 he applied
for acceprance by the Academy in St Petersburg. Since
he could not leave the services for financial reasons, he
had to be transferred to St Petersburg, which he man-
aged in 1889.

In 1890 he met Ilya Repin, then the most important

he aimed to achieve harmonic effects in his use of it.

In 1903 he travelled in Normandy and to Paris, and
took part in the exhibitions mounted by the Munich and
Berlin Sezession. In his work with the medium of col-
ours in motion, Van Gogh was his model and in 1904 he
purchased a picture of the Dutchman. In Brittany in
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1905 Jawlensky painted brilliantly coloured, crudely
pointillist pictures which he exhibited the same year
with the fauves in the Salon d'automne. He realized that
colour was not intended to depict an object, but that the
object was the occasion for a structure of colour in

JAWLENSKY, ALEXE] VON: Self-portrail. 1912
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which the emotions of the artist and the ‘essence of
things’ was revealed. The colours must unite into a
harmony shot through with dissonances ‘in order to
reproduce the things which exist without being.” (Jaw-
lensky) This conviction corresponded exactly to the aim
of the fauves, of whom Jawlensky knew through his
meeting with Matisse.

In 1906 Jawlensky exhibited again the Salon
d'automne and in 1907 returned to Paris, to work in
Matisse’s studio. In Munich the same year he renewed
his friendship with Kandinsky. In the summer of 1908
they went together to paint at Murnau. That summer,
Jawlensky created grandiose landscapes out of a rigor-
ous composition. Brilliant areas of colour, darkly out-
lined produce a two-dimensional structure. These paint-
ings are without dimension and without a story, as are
the still-lifes he painted at the same time. The themes
are interchangeable and barely have any meaning in

JAWLENSKY, ALEXE] VON: The Last Light. 1918.

themselves any more. Form emerged from a synthesis
between impressions of the external world and the
experiences of the artist's inner world. Jawlensky
required more time for perfecting his portraits, but
from 1911 on he succeeded in simplifying the object in
his paintings of figures too. Attention was concentrated
more and more on the head, where the eyes became the
dominant motif. Form was thus made monumental and
symbolic.

In 1909 Jawlensky was one of the founder members




JAWLENSKY, ALEXE] VON: Oberstdorf: winter landscape. 1912.

of the New Artists” Association in Munich and remained
a member after the departure of Kandinsky and Marc.
He did nort therefore take part in the exhibitions of Der
Blaue Reiter in Munich, although this did not indicate a
rupture either on a personal or an artistic level. In 1911
Jawlensky travelled to Paris for the last time and met
Matisse and van Dongen. He had spent the summer of
that year at Prerow on the Baltic where Heckel was
painting. Here he created landscapes from an inner
ecstasy that were similar to Nolde’s work in expression,
something which Jawlensky himself felt. A further
heightening of the paintings of the senses was not poss-
ible for Jawlensky.

In 1914 he had to leave Germany, when he moved
to StPrex on Lake Geneva. Henceforth he painted
meditative pictures on a small scale, formal, endless
variations on a landscape theme, and the human face,
thereby evolving a tranquil expression of religious feel-
ing and intensity.

KANDINSKY, Wassily (Moscow, 4.12.1866 -
Neuilly sur Seine, 13.12.1944). Kandinsky had begun
studying law and political economy in Moscow in 1886
which he completed in 1892 before entering a univer-
sity career. As a school-boy he had already painted on
the side, and also been deeply interested in art as a
student. At an exhibition of French impressionists in

Kandinsky

1895 he discovered Monet's Haystacks which fascinated
him because he could not at first detect any object in
them. The problem of an art without objects pre-
occupied him from then on.

In 1896 therefore he did not take up an appointment
to a chair in jurisprudence in Dorpat University, but
instead devoted himself entirely to painting and moved
to Munich. Munich had become one of the most impor-
tant places for artistic training in the last decades of the
nineteenth century, and particularly attracted young
artists from Eastern and Northern Europe. The town
was at the same time the centre of art nouveau. In 1895
the journals Jugend (Youth) and Simplicissimus had been
founded. Artists like Herman Obrist, Henry van der
Velde, August Endell and Adolf Hoelzel were prepar-
ing the ground for an art that was to ‘signify nothing,
depict nothing and remind us of nothing.’

So Kandinsky found tendencies which coincided with
his own vague ideas. He entered Anton Azbe’s school
and here he met his fellow countrymen Jawlensky and
Werefkin. In 1900 he transferred to the Academy and
became Stuck’s pupil.

He had scarcely left the academy when he became a
teacher at the college of the artistic circle, Phalanx
whose president he was from 1902—-1904. His first pupil
was Gabriele Minter, his companion until 1916. The
Phalanx group also organized exhibitions, amongst
which was one of French neo-impressionists, which was
important for Kandinsky since art nouveau and neo-
impressionism were the starting point for his work in
the years that followed.

Kandinsky painted landscapes in a crude pointillist
manner, and scenes containing many figures from a fairy
world, drawn from history or folklore. At the same time,
he was deeply interested in art nouveau woodcuts. In
order to widen his range of vision he went on several
journeys. In 1905 he was in Venice, Odessa and Mos-
cow; in 1904-1905 in Tunis for several months. In
1905-1906 he worked for four months in Rapallo; in
1906-1907 at Sevres near Paris; in 1907—-1908 in Ber-
lin. Despite his travels, Kandinsky constantly partici-
pated in exhibitions, for example, from 1902 in those of
the Berlin Sezession from 1904 in the Salon d'antomne, to
whose jury he was elected. He also took part in the
second exhibition of Die Bricke in Dresden in 1906.

In 1908 he returned to Munich. He spent the summer
in Murnau together with Jawlensky, Minter and
Wereftkin. He now assimilated numerous influences, in
particular Cézanne, Matisse and Picasso. The elemen-
tary power of colour was released in his many land-
scapes. His encounter with Bavarian folk art provided
additional methods of simplification. Areas of red, blue,
green and yellow emerged from hastily applied patches
and short strokes; they form stark contrasts, and only
serve to a limited extent to describe the subject matter.
Kandinsky was on the way towards a synthesis between
external reality and the inner world experienced by the
artist.
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KANDINSKY, WASSILY: Church tn Murnan. 1910
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In 1909 he was afounder-memberof the New Artists’
Association in Munich, which elevated this synthesis to
the status of a programme. In 1910 he met Franz Marc,
and the Burliuk brothers on a journey to Odessa. Thart
year Kandinsky was able to complete his manuscript O#
The Spiritual in Art, which had been written over a
period of several years. He now had all he required to
take the decisive step. His paintings admittedly still
began with a subject, but he subordinated natural shapes
to a process of ‘rhythmification’, so that they now only
had the function of building up the picture. These paint-
ings could not longer be understood in terms of an
analysis of the object, with the result that it became
discordant and superfluous.

Since only Jawlensky and Marc had the power to
pursue these developments, a break occurred in the
New Artists’ Association. Kandinsky and Marc left
them and organized the 1911 and 1912 exhibitions of
the Der Blaue Reiter. In 1912, they, as editors, published
the almanach of the same name. Kandinsky had pub-
lished On the Spiritual in Art, followed by A Retrospective
Look and Tones in 191 3. Because Kandinsky was seeking
amode of expression for the sensations stored within us,
it was not possible for him to move away gradually from
the closeness of nature with ‘imaginary forms’. He could

KANDINSKY, WASSILY: Dreamy Improvisation. 1913.

only use such shapes as formed by themselves in his
inner imagination so that he merely needed to copy
them dowr. As a consequence, pictures which referred
to some subject were being produced for a time along-
side abstract paintings, until Kandinsky succeeded in
1913-1914 in concentrating his imaginative powers in
such a way that the last traces of an object could be

Kirchner

KANDINSKY, WASSILY: Landscape and 1ower. 1909.

eliminated. Kandinsky had reached the climax of
abstract expressionism.

The outbreak of war forced him to leave Germany
and return to Moscow. When he again became active in
Germany in 1922 as a teacher in the Bauhaus, after
some years of full culcural and political commitment, his
art had also changed and was striving towards new goals.

KIRCHNER, Ernst Ludwig (Aschaffenburg,
6.5.1880 — Frauenkirch, near Davos, 15.6.1938).
Kirchner began as an architecture student in 1901 at
the technical college in Dresden. After a preliminary
examination which he took in 1903 he went to Munich
for two semesters at Debschitz and Obrist’s studio for
the theory and practice of the pure and applied arts. He
thus came into contact with the centre of art nouveau in
Munich, whose findings were not confined to formal
considerations. Obrist’s belief in conveying a deepened
expressiveness instead of fleeting impressions, and in
conceiving of art not as a heightened and intensified
form of life, had an effect on Kirchner

His great ideal which took shape in Munich was the
desire to rejuvenate German art. He saw thar academic
studio painting had nothing in common with real life.
He set himself the task of grasping life in motion and
uniting it with art. Rembrandt’s drawings showed a way
to him. He began to take notes of what he saw with bold,
rapid strokes whenever and wherever possible; a
method to which he remained faithful for the rest of his
life. In the haste and excitement of work, new forms of
expression emerged which were then brought under
control, simplified, and preserved, in his studio, in draw-
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ings taken from the imagination and in woodcuts. The
latter, which has central importance in Kirchner’s work,
was first used in Munich and evolved under the

KIRCHNER, ERNST LUDWIG: Girl with Japanese parasol. 1909.
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influence of Valloton and Munch in the years that fol-
lowed into one of the most fundamental media of Ger-
man expressionism. Through an exhibition of French |

|




KIRCHNER, ERNST LUDWIG: The Horsewoman. 1912.

neo-impressionists organized by the Phalanx group,
over which Kandinsky presided, Kirchner was made
aware of the problems of pure colour. In 1904 he

Kirchner

returned to Dresden and got to know Erich Heckel.
However, he concentrated at first on his architectural
studies, which he completed in 1905 with a diploma.
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KIRCHNER, ERNST LUDWIG: Morning beside the lake, 1906.

Now he could devote himself entirely to painting and
in 1905 he founded Die Briicke with Fritz Bleyl, Erich
Heckel and Karl Schmidt-Rottluff. In 1906 Pechstein
and Nolde joined them. They worked feverishly in joint
studies, taking their themes from the environment they
saw around them: views of city life, landscapes, portraits
of friends and later, also circus and music hall scenes,
and, above all, nudes. He learnt from Seurat, Gauguin,
Van Gogh and Munch; this is clearly evident in the
structure and rhythm of his application of paint in the
years up to 1908.

In 1908, he went for the first time to the Baltic island
of Fehmarn. From this encounter with nature he
evolved his particular drawing style, which he later cal-
led hieroglyphic: 'Hieroglyphic in the sense that it
reduced the forms of nature to simple, surface forms to
suggest their significance to the spectator. Emotion
creates even more hieroglyphics which become sepa-
rated from the mass of lines that seemed so random
intially and become almost geometric characters.” Thus,
simplified and when necessary distorted, he let shapes
emerge from his desire for expression, in order to be
able to put across what he thought more forcibly and
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KIRCHNER, ERNST LUDWIG: Small sledge in the snow. 1926.




clearly. In 1910 he evolved a consistently flat picture
composition, like the style his friend used, which is
known as the Die Briicke style; it is created from simple,
clear contours and pure colours applied over a large
area.

At the same time, Kirchner had discovered sculptures
from the South Seas in the Museum of Ethnology in
Dresden; these were important to him because of their
lapidary form and as expressions of ‘primitive state’. In
order to portray the simple and primitive elements,
Kirchner used to go to the Moritzburg Lakes, accom-

KIRCHNER, ERNST LUDWIG: Self-portrait, 1926.

panied by Erich Heckel, during the summer months
from 1909 to 1911. There he painted nudes set in the
landscape; they were an expression of his longing for the
natural harmony between man and nature. Kirchner
now developed his particular colouring, which is charac-
terized by the frequent use of pink and violer. In 1910,
Kirchner joined the New Sezession in Berlin and made
friends with Otto Mueller, with whom he travelled to
Bohemiain 1911. In October 1911 he moved to Berlin
and founded an art college with Pechstein, which did
not, however, meet with success.

In the summers from 1912 to 1914, he again painted
at Fehmarn, and pursued the themes of his stays in
Moritzburg. In these, he saw man as a part of creation. In
sharp contrast to this was his experience of modern city
life: on the one hand, a narural liberty and yearning for
the ‘new man’; on the other, existential constraint, rejec-
tion and the loneliness of modern man. Kirchner
reacted violently. He drew his mode of expression from
the dynamic, bustling, artificial world of the city, to

Klee

create a hectic, nervous drawing style and fragmented
shapes.

He depicted evil and harshness, and laid bare its
abnormality with allegorical force in his street scenes of
1914. In this way, he achieved a portrayal of modern life
that remains unique in the art world. He fulfilled the
task he had set himself, ‘to create a picture out of the
chaos of the age.

After his rupture with Die Briicke in 1913, Kirchner
became dependent on himself alone. The tension which
he strove to endure provoked an existential crisis. In
1914 he volunteered for military service. But while still
training he suffered a complete mental and physical
breakdown. Van Gogh's fate seemed to be coming to
pass in Kirchner, who sought in his art to bear witness to
his love for men, withourt inhibiting them. However,
friends brought the semi-paralysed artist to Davos in
1917, where he recovered enough to be able to endure
life for a while longer, before ending it himselfin 1938.

KLEE, Paul (Minchenbuchsee near Berne,
18.12.1879— Muralto-Locarno, 29.6.1940). The son of
musicians, Paul Klee grew up in Berne. In 1895 he went
to Munich to study painting at Knirr's private art college
and from 1900 on in Stick’s class at the Academy. In
1901 he travelled in Italy with the sculptor Hermann
Haller and rerurned to Berne in 1902. In 1905 he

KLEE, PAUL: The Houses of St Germain. 1916.




- bt e ek At o b bk P o et

D |

Painting and the Graphic Arts

KLEE, PAUL: Fiehn in Mark’s garden. 1915.

visited Paris with Louis Moilliet; in 1906 he finally
moved to Munich. Klee’s artistic evolution followed the
same course as his contemporaries, though without
transposing what he saw into his own works, he used it
rather as a form of self-knowledge from which he
wished to form his own style. He was aware very early
on that he must build a bridge between the innerand the
external world. In the course of his search he reduced
his means of expression essentially to line, after he had
observed its independence as a creative element in
Ensor and Van Gogh. ‘Freshly strengthened by my
naturalist studies, I can then again venture into my
original sphere of “psychic improvisation”. Now that I
am only indirectly linked to nature, I can again attempt
to give form to that which burdens the soul. I want to
note down experiences that could turn themselves into
line pitch darkness.” (Klee, 1908)

As a result, from 1909 onwards he created paintings
built up from exceptionally tense, nervous strokes, born
of pure imagination; emotions, moods and dream
experiences harmonize within them. In 1910 Klee sent
an exhibition on tour in Switzerland; this was followed
by a similar one in Munich in 1911.

In the same year, he became a member of the Sema
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group to which Kubin and Schiele, amongst others,
belonged. Through Moilliet he established connections
with Macke, Marc and Kandinsky. Klee took part in the
second exhibition of Der Blaue Reiter. His meetings with
Kandinsky and Marc were especially important for
Klee. His aim of reaching the original via the model was
the goal of this group as well.

And Klee was again made aware of the need for a
close study of pure colour.

In 1912 he again travelled to Paris, saw mainly cubist
paintings there, and visited Delaunay and Le Faucon-
nier. His meeting with Delaunay, especially, whose
essay on light Klee translated for Der Sturm magazine,
made him alert to the possible use of colour. However,
he still could not find a synthesis from these suggestions.
The great revelation, the discovery of colour as an inde-
pendent medium, and as a necessity for him, came in
April 1914 through his journey to Tunis which he
undertook with Macke and Moilliet. It was here that
Klee became a painter. He was now in a position to
construct his paintings out of blocks of colour, and to
modulate it in such a way as to produce a structure for
expression, that was rhythmic in appearance and poetic
in conception.

KOKOSCHKA, Oskar (Pochlarn, near Vienna,
1.3.1886). Although Kokoschka was the son of a
goldsmith and had tried his hand ac painting ac a very
early stage, he wanted to become a chemist. Butsince he
was entitled to a grant to study ac the School of Arts and
Crafts in Vienna, he went to study there wich the inten-
ton of becoming a teacher. Kokoschka learnt a great
variety of artistic techniques, but not painting, which he
acquired by teaching himself. In 1906 he was deeply
impressed by a Van Gogh exhibition. He was interested
in Far Eastern Art and studied Klimt.

In 1907 he became a contributor to the Wrener
Werkstitten (Vienna Workshop) which published his
book, The Dreaming Youth in 1908. His one act play,
Murderer, The Hope of Women, was first performed amid
tumultuous scenes at the Wiener Kunstschau in 1909.
He came to the notice of Adolf Loos, the architect, who
incroduced him to Karl Kraus. Both of them gave him
commissions for their portraits, with the resule chac
Kokoschka left the school of arts and crafts and the
Vienna Workshop and hoped to earn his living as a
portrait painter. However, his method of projecting his
own torments and sufferings on to the his model, in
order to be able to express their soul, and his 'distorting’
glaze, thwarted any success.

In 1900 he went to Berlin and became a concributor
to Der Sturm, which admittedly did not relieve his
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KOKOSCHKA, OSKAR: The Refugees. (1916-1917).

financial troubles, but rapidly made him widely known.
Paul Cassirer’s gallery mounted his first one-man exhibi-
tion. In 1911 he returned to Vienna. He continued to
exercise his greatest influence in Germany, where he
took part in the exhibitions of Der Sturm and the

KOKOSCHKA, OSKAR: Lorers and Cat. Circa 1917

KOKOSCHKA, OSKAR. Self-portra )23



KOKOSCHKA, OSKAR: Paris: the Louvre. 1925.

Sezession in Berlin, in Cologne, and the New Sezession
in Munich. In 1913 the first monograph appeared in
Leipzig; Oskar Kokoschka — Plays and Paintings.

From now on he painted predominantly figure com-
positions, amongst them religious subjects. He overlaid
his pictures with a prismatic net of coloured lines, and
patches of colour, thus introducing colour as a sensual
expressive element. In 1912 he wentto Italy, with Alma
Mahler-Werfel, and studied principally Venetian paint-
ing.

In 1914 he volunteered for military service and
was severely wounded in 1915. In 1917 he returned
to Dresden to convalesce. His painting now was
constructed out of tense, rapid brushstrokes which,
combined with softened colouring, reveal how hard
Kokoschka had to combat his mental and physical
state. In 1919 he was appointed to the Academy in
Dresden; and he returned to thickly applied and bril-
liant colours.

KUBIN, Alfred (Leitmeritz, Bohemia, 10.4.1877 -
Zwickledt, 20.8.1959). Kubin grew up in Salzburg and
had attended the arts and crafts school there from
1891-1892 before completing an apprenticeship as a
photographer in Klagenfurt from 1892—1896. In 1898
he went to Munich, began art studies ata private college,
and transferred to the Academy, where he stayed until
I901.

He was extremely interested in Munch, Ensor and
Redon and also Goya and Rops.

He gained fame very quickly as an illustrator and

Kubin

graphic artist and had his first exhibition in 1902 in
Berlin. In 1905 and 1906 he travelled in France and
Italy. The same year he acquired the small castle of
Zwickledt in Upper Austria, where he lived until his
death. In 1906, Kubin produced astonishing tempera
paintings. Without seeking a point of departure in
nature, he created compositions ‘out of veils and
bundles of light, out of shells or crystalline fragments,
out of shreds of skin and flesh, out of leaf ornaments
and a thousand other things'. These abstract pictures
were produced, without conscious intention, in the pro-
cess of painting, and were a direct expression of the
memories which were oppressing his spirit.

In 1908 he published his novel The Other Side, in

KUBIN, ALFRED: Death in the desert.

which he described abstract colour dreams. This corres-
ponded to what Kandinsky believed and felr. Asa resule
he became linked in 1909 with the New Artists’ Associ-
ation in Munich, in whose exhibitions he took part as he
did later in the second Der Blaue Reiter one. In 1913
Marc developed his plan of illustrating the Bible, in
which he himself, Kandinsky, Klee, Heckel, Kokoschka
and Kubin were to participate. The outbreak of war
prevented this from coming to pass; only Kubin deli-
vered his contribution for the Book of Daniel, which
appeared in 1918.
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KuBISTA, BOHUMIL: The Players. 1909.

KUBISTA, Bohumil (Vickovice, Bohemia, 21.8.1884
- Prague, 27.11.1918). Kubista began his education at
the arts and crafts college in Prague, then went to the
academy. In 1907 he was founder-member of the Acht
group in Prague and was already exhibiting works which
had been influenced by the fauves. In 1911 he met E. L.
Kirchner and O. Mueller in Prague and on the strength
of this, joined Die Briicke. From 1911 he exhibited in
Germany. Kubista was a severe rationalist who sought
to portray the harmony and laws of the new are methodi-
cally. From 1910 on, he found an opening into cubism
through the stimulus of Cézanne.

Nevertheless, in his paintings he combined an austere
construction with symbols expressive of existential
unease. Kubista, who was also influencial as a theoreti-
cian and critic, had to enter active military service in
1913 due to financial distress. Shortly after the end of
the war he died of Spanish flu, which also carried off
Schiele.

KUPKA, Frantisek (Opocno, Bohemia, 23.9.1871

Putcaux, 21.0.1957). Kupka entered the academy in
Prague in 1887 and continued his studies from 1891 on
at the Vienna Academy. In 1895 he moved to Paris
where he scruggled along as a designer, illuscrator and
commercial artist. His paintng was inspired by art

nouveau and favoured symbolism in the manner of

Redon; he had some success with such pictures. In 1904
he settled in Puteaux. In 1900 he became a member of
the Salon d'automne and now painced fauve-like works
under the influence of Toulouse-Lautrec. This phase
lasted unul about 1917, Kupka had early been con

KUPKA, FRANK: Patterns with colours. 1910-1911.

cerned with the problem of portraying motion; his solu-
tion was to divide the surface of the picture into vertical
strips of colour. Abstract paintings emerged from this
colour structure; these were first shown at the 1912
Salon d'automne.

LARIONOV, MICHAEL: T be Soldiers. 1909




LARIONOV, MICHAEL: Rayonism. 1911.

LARIONOV, Michael (Tiraspol, 22.5.1881 -
Fontenay-aux-Roses, 10.5.1964). At first Larionov was
considered the most gifted Russian impressionist. He
had attended the Moscow Academy since 1898; there
he met Nartalia Goncharova, who from then on
remained his personal and artistic companion. In 1903
he discovered Seurat for himself and worked in a poin-
tillist style the following year. In 1906 he took part in
the exhibition of Russian art in Paris and travelled to
London and Paris. In 1907 he made friends with David
Burliuk and organized the first exhibition of The Gol-
den Fleece in Moscow where modern French art was
" shown. In the years that followed, he freed himself from
the influence of the French, and discovered his own
means of natural expression in a primitivism based on
Russian folk art. In 1912 he turned to futurism which he
evolved into rayonism; this he expanded in the Rayonist
and Futurist Manifesto in 1913. In 1914 he moved with
Goncharova to Paris to work on Diaghilev’s ballet pro-
ductions.

LE FAUCONNIER, Henri (Hesdin, 12.12.1881 —
Paris, 25.12.1945). Le Fauconnier came to Paris in 1900
and began to study law and political science. In 1901 he
changed to painting and entered J. P. Laurens’s studio.
He painted under the influence of the neo-
impressionists and exhibited in the Salon des
indépendants in 190s. In 1906 he travelled in Brictany
and painted in a fauve style similar to Derain and
Matisse. Out of this he developed an expressionist
simplification of form in 1907. In 1909 he drew close to
cubism but in a particular type of ‘half-naturalistic
cubism based on nature and architecture’ (Azenfant).
In 1910 he exhibited with Delaunay and Metzinger
amongst others in the Salon d'automne; and simultane-
ously for the New Artists’ Association in Munich, to

Macke

whose catalogue he contributed an article. He main-
tained contact with Der Blaue Reiter in the following
years as well. In 1912, he became Director of the
Académie de la Palette. In the same year he painted with
his pupils in Brittany and travelled to Amsterdam.
Macke and Marc visited him in Paris.

In 1913 he turned away from cubism more and more,
inclining towards a visionary expressionism. He lived in
Holland from 1914-1919, met Mondrian and exercised
an influence on the Belgian expressionists through de
Smet and Van Den Berghe. In 1920 he returned to
Paris.

LE FAUCONNIER, HENRI: Portrait of Pierre-Jean Joure. 1909.

MACKE, August (Meschede, 3.1.1887 — Perthes-
les-Hurlus, 26.9.1914). August Macke was a close
friend of Franz Marc and participated in the activities of
Der Blane Reiter. Nevertheless, he was fully aware that
his talents placed him in direct opposition to the Munich
circle. His was a temperament completely bound up
with the temporal world, and far removed from the
hereafter. Rather, he considered reflections on
metaphysical problems to be a waste of time. The little
time that he had was used to satisfy his insatiable curios-
ity about life.

From 1904 to 1906 he had attended the Academy in
Diusseldorf and designed costumes and décor for the
theatre there. In 1907 he went to Paris to study the
impressionists. Monet and Degas made the strongest
impression on him. He experimented with pure colour
and seized every opportunity to increase his knowledge
and capacities.
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MACKE, AUGUST: Woman in the green jacket. 1912

In 1907 he wene to Berlin for six months and was
Corinth’s pupil. In the summer of 1908 he was again
in Paris and studied Seurar, Cézanne and Gauguin in
depth. In 1909 he setdled for a year ac Lake Tegern in
Upper Bavaria. During this period he produced about
two hundred pictures, and realized what his goal was:
for me, work is a complete rejoicing in nature’. For
Macke, the ordering of his impressions of che visible
world included che teelings of the heart, the sense of
something mysterdious and a wonderment at nature.
However much he let humself be influenced by Martisse's

plastic” use ot pure colour, and however much he had

[

adopted views of Der Blaune Rewter, and above all of
cubism, Picasso, Le Fauconnier and Delaunay regarding
formal composition, he was never in danger of being an
imicator. His starting point was his experience of reality
and whilst painting, he incuinively adapred che formal
elements which were useful to him. He thus avoided the
danger of which he warned Marc and Kandinsky, that is,
that form would become to important and emotion be
inadequace to all e

In 1910 he had made friends with Marc and estab-
lished aloose connection with the New Artists” Associa-
ton in Munich. Ia 1911 he collaborated in the prepara-




MACKE, AUGUST: Kafrouan 1. 1914.
e

MACKE, AUGUST: Self-portrait as a down. 1913.
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MACKE, AUGUST: Port in Tunisia. 1914.

tion of the almanach, Der Blaue Reiter, to which he
contributed an essay. In 1912 he and Marc visited
Delaunay in Paris. A friendship developed — Delaunay
and Apollinaire visited Macke in Bonn in 1913 — and
Macke gained important insights regarding spatial
values and movement in colour.

In the autumn of 1913, he went to Lake Thun in
Switzerland for eight months. He now possessed the
means to express all the beauty of the world, its joy and
the fullness of life, to portray the world as visual poetry.
At Lake Thun he conceived the idea of travelling to
Tunis with Klee and Moilliet. This famous stay in Tunis
in April only lasted two weeks and yielded spontaneous
water-colours and hundreds of drawings.

There was no time left to Macke to elaborate this rich
material. He was called up for military service on
August 8th - six weeks later he was dead.

MANGUIN, Henri (Paris, 23.3.1874 — Saint Tropez,
25.9.1949). In 1894 Manguin entered the Ecole des
Beaux Arts and Moreau's studio. Here he made friends
with his fellow pupils Matisse, Marquet, Camoin, Puy
and Rouault. Since he came from a wealthy bourgeois
family, he was able to set up a studio in the rue Boursault
in 1899 and employ models. This was why Matisse,
Mirquetand Puy met at his house to paint. Manguin was
far removed from any rlu'nr\', but was a born colourist
who sought, because of his temperament, to create an
intense colour in his art. He discovered Cézanne to be
his most important influence; he did not admire his
construction so much as his manner of incroducing light.

'8

MANGUIN, HENRL Sasns-T ropez
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He exhibited in the Salon d'automne from 1904 onwards
and had his first one-man exhibition in 1906 in Druet’s
gallery. In 1905 he had discovered St Tropez, where he
later painted regularly in the summer months. In 1905
he met Signac and in the following year, Cross and Van

| Rysselberghe. In 1909 he went to Naples with Marquet.
Manguin always remained close to nature, which he
observed with joyful sensuality. He experienced and

| expressed it as part of himself. ‘Manguin took landscape

' as it really is. He understood it. It was for him magic, a
melody, a love song.’ (Bonnard).

MARC, Franz (Munich, 8.2.1880 - Verdun,
4.3.1916). Marc began his studies with theology, then
philosophy, and suddenly decided in 1900 to follow his
father’s example and become a painter. He lamented the
general loss of religous unity, and chose art as a means

MARC, FRANZ: Figures in combat. 1914.

Marc

of creating a new one. He was convinced that no great
art had ever existed, or could exist, without religion. He
attended the academy in Munich until 1903 and travel-
led to Paris for the first time; here he was greatly
influenced by impressionism, though this scarcely
showed in his paintings. He reacted similarly in 1907.
He was enthusiastic about the impressionists, but Van
Gogh alone exercised a lasting influence on him, and
this was only put into practice in 1909.

Marc already knew that it was necessary to express
‘the inner truth of things’, and that neither theory nor
the study of nature were of use for this. The way could
only be found through the imagination. In the years that
followed, therefore, he concerned himself with deepen-
ing his imaginative powers by learning nature by heart.
He studied nature’s laws through animal anatomy, in
order to be in a position to let new creatures emerge in
his imagination, that nevertheless could be genuine
because they were constructed according to the laws of
nature. He thus hoped to simplify form in order to
express the symbolism, the pathos and the mystery of
nature. Up until 1910 this problem was only success-
fully solved as regards structure. Colour which

79
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MARC, FRANZ: Tyrol. 1913-1914.

remained bound to the object, retained its arbitrary
randomness and hindered expression. In 1910 Marc
had his first one-man exhibition, bringing favourable
reviews, in which he exhibited plein air-like pictures still
with an overall light base. At the same time, he made che
acquaintance of August Macke, who made him aware of
the independent power of expression in pure colour.
Marc now pursued the problems of colour with the same
intensity as he had examined structure before, and
developed his own theory about the potential for
expressionism in cotour. He met Kandinsky in 1911 and
jomed the New Arusts’ Association.

The contact with the more advanced endeavours of

his friends who were striving in the same direction,

80

enabled Marc to make rapid progress. He concentrated
more and more on animal paintings. Admittedly, he did
turn his ateention to nude portraits, but they did not
provide a satisfying solution. “The ungodly human
beings who surrounded me (the men above all) did not
arouse my true emotions, whereas the inherent feel for
life in animals made all that was good in me come out.’
(Marc¢). He thus defined his goal to be ‘an animalization
of art’, i.e. 5o to unite the characteristic forms of animals
and landscapes into a contnuous organic shape, that a
cosmic rhythm emerges, held in balance by the pure
colour of expression. Marc’s experience of cubism was
important for fostering the inter-penetration of subject
and surroundings. For the process of rhythmification he




adapted what he had learnt from futurism. In 1911
Kandinsky and Marc left the New Artists’ Association,
organized the Der Blaue Reiter exhibition and published
the almanach of the same name. In 1912 he went with
Macke to Paris and visited Delaunay. In 1913 he played
a vital part in the selection and hanging of the first
German autumn szlon in Berlin. What he had learnt in
Paris and Berlin strengthened his realization that he had

MARC, FRANZ: Tower of Blue Horses. 1913.

not yet succeeded in achieving a synthesis of the outer
and inner world. Now aware that all forms are
memories, he abandoned the object in 1914, and
created abstract pictures from his inner imagination
alone. In 1914 he was called up; he fell at Verdun in
1916.

Marquet

MARC, FRANZ: Blue Horse I. 1911.

MARQUET, Albert (Bordeaux, 27.3.1875 — Paris,
14.6.1947). Marquet came to Paris in 1890 and began
studying at the School of Arts and Crafts where, in
1892, he made friends with Matisse, a friendship which
lasted until his death. In 1895 he transferred to the
Ecole des Beaux Arts and learnt under Morot and Cor-
mon. In 1898 he entered Moreau’s studio where, in
addition to Matisse, Rouaule, Camoin and Manguin
were working. Marquet too followed the phases of
Matisse’s thought and turned to pure colour under the
influence of neo-impressionism. However, his painting,
with its light-dark contrasts, remained more strongly
dependent on tradition.

In 1898/1899 he visited the Académie Carriére with
Matisse and painced street scenes with Camoin. In 1900
he and Matisse painted decorative friezes in the Grand
Palais. The exhibited in the Sa/on des indépendants from
1910 on and were co-founders of the Salon d'antomne in
1903. Marquet travelled whenever possible -
1904-1906 to Normandy with Derain; in 1906 to
Southern France, where he met Camoin, Manguin and
Cross; in 1907 to London with Camoin and Friesz; in
1910 to Munich with Matisse. But these were only the
first steps in a lifetime of travelling.

In 1907 the Druet Gallery organized his first one-man
exhibition. It was already evident that Marquert was first
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MARQUET, ALBERT: Matisse painting a model in Manguin's
studio. 1905.

MARQUET, ALBERT: The beach at Fécamp. 1900.

T

and foremost a landscape painter who was principally
atrracted by landscapes near water — the Paris guars,
beaches and ports. His method was to select sections of
landscape always viewed from above and with a wide
perspective; depth was emphasized by diagonal lines.
The draughtsmanship was sketchy, simplified and yet
precise.

Even though Marquet used brilliant, strong colours to
start with, he often finished his paintings in grey. He did
not seek expressivity through an intensification of col-
our, but sought to make the surface more tranquil, and
to give his paintings order through strong outlines. He
thus moved rapidly away from typical fauvism and
reached a simplified, calm impressionism with softened
shades, to which he remained faithful for the rest of his
life.

MARQUET, ALBERT: Porfrast of André Roureyre. 1904.



Matisse

MATISSE, HENRI: Blue Nude. 1917.

MATISSE, Henri (Le Cateau-Cambrésis, 31.12.1869

- Cimiez, near Nice, 3.11.1954). Matisse, like Kan-

dinsky, had first studied law before coming, by chance,

to painting. In 1891 he went to Paris to the Académie

Julian where the preparatory course for the Ecole des =

Beaux Arts was held. At the same time, he attended )

evening classes at the School of Arts and Crafts. There \

he met Albert Marquet, with whom he formed a life- !

long friendship. In 1895 he came to the notice of Gus- i, Y/

tave Moreau who took him on as his pupil. L M 7
There were numerous talents gathered together in Ny e ﬂ\i\\\\ g

Moreau’s studio — Rouault, Camoin, Manguin and later, ‘{1// A )k /A

Marquet as well. Moreau’s teaching method was less ﬂ '/‘/“ Vil -\\\ i{,//al/

concerned with artistic draughtsmanship than with A

training the eye. His pupils were encouraged to copy

paintings in the Louvre and to draw in the streets and in

cafés! Matisse remained there until 1899, and quickly \/

established himself as the leader amongst his friends. In \

1896 he came under the influence of the impressionists

and was made conscious of the possibilities for expres-

sion in colour, confirmed by his encounter with Picasso,

and Turner’s work in London. In 1898, he painted for MATISSE, HENRI: Portrait of the artist with a pipe. 1919.
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MATISSE, HENRL: Still life with geranium. 1910.

several months in Corsica, where the discovery of
Mediterranean light led him to pure colour, and the
simplification of the picture’s subject.

In 1899 he visited the Académie Carriere where he
met Derain and Puy. He was principally concerned with
the nude figure and produced a series of brightly col-
oured nudes, outlined in black. At the same time, he
learnt how to sculpt. In 1904 he mounted his first one-
man exhibition of forty-six works, in Vollard's gallery.

In the same year, he gained new insights and seimuli in
the course of a summer stay in Saint Tropez. He painted
there together with Signac and Cross. They sumulated
him to employ pure colour, as understood by the neo-
impressionists, 10 a methodical and carefully deliberate
way. However, it was precisely the constraints of paint-

ing pure colour in graduated shades which led Matisse to

wntensity them for greater expression and heighten them
through contrast. Line was not dissolved into light
cither, but transformed into arabesques of colour.
Maasse was supported 1n this move by the commemora

84

tive exhibition for Van Gogh and Seurat in the Sa/on des
indépendants of 190s, which he, as Chairman of the
Selection Committee, had helped to organize.

He spent the summer of 1905 in Derain’s company in
Collioure. Here he achieved his breakthrough to
fauvism. His pointillist application of colour, now fused
into blocks, emphasized by complementary contrasts;
but his agitated brushwork was quickly toned down.
Colour was applied ‘flatly’ - disembodied and distanced
from all realistic significance - and shapes given rhythm
by curving outlines. Simplification and purification led
to a decorative, two-dimensional style in which colour
and line combined to create the most concise expres-
sion. ‘We want to attain a serene dignity through the
simplification of ideas and the plastic element. A har-
monious unity is our only i1deal.’ (Maasse).

The more Matisse’s art strove towards universal and
monumental expression, the more it moved away from
the currents of his ume. Admittedly, the Macisse
Academy was founded 1n 1908 on the request of the




MATISSE, HENRI: Young Sailor. 1906.

MATISSE, HENRI: The Gypsy Woman. 1905-1906.

Meidner

German painter, Hans Purrmann; this lasted until 1911
and had more than a hundred pupils. Nevertheless, this
resulted in external similarities only. Matisse, who had
carried a whole generation with him on his way, with-
drew into himself.

MEIDNER, Ludwig (Bernstadt, Silesia, 18.4.1884 —
Darmstadt, 14.5.1966). In 1912, Herwarth Walden
mounted an exhibition in the St#rm gallery in Berlin of a
short-lived group who called themselves Die Pathetiker.
Their most gifted member was Ludwig Meidner. He had
attended the Imperial Art School in Breslau from 1903

MEIDNER, LUDWIG: The Touwn and 1. 1913.

to 1905, In 1906 he lived as a fashion designer in Berlin
and went the same year to study at the Académie Julian.
Although he made friends with Modigliani, he remained
aloof from the concerns of contemporary artists.

In 1908 he returned to Berlin and lived there in very
harsh circumstances. He was encouraged to give free
rein to his passionate nature by the exhibitions of the
futurists and Delaunay. He now gave utterance to his
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cries and his ecstacy. Without restraint, nor concern for
formal problems, he produced inner visions of
apocalypric landscapes and burning cities using agitated
brush- and pencil-work. His distorted portraits were
also full of emotion, which appeared in an almost incal-
culable number of paintings of writers, actors and pain-
ters; angry visions full of unease and bitterness;
September Cry: Hymns, Prayers, Blasphemies for example,
is the title of one of Meidner’s poems, which he pro-
duced alongside his drawings and paintings to describe
his inner state. Meidner knew no limits in his endeavour
to lay bear his soul.

His visions paled when from 1916 to 1918 he had to
do military service and his paintings lost their power of
conviction. Confronted with the hideous nature of real-
ity he realized that his previous path had been mistaken
and returned to the Jewish faith ten years after his first
artistic awakening. In 1923 he disavowed his previous
work, which he called an intolerable expression of
‘lunacy and indecency’.

MIRO, Joan (Barcelona, 20.4.1893). Mir6 was the son
of a goldsmith, who was sympathetic to the artistic lean-
ings of his son. Mir6 drew constantly as a child and,

MIRO, JOAN: Nude in the mirror. 1919.

when fourteen, was allowed to attend the art academy in
Barcelona. In 1910 he entered a business house as an
office employee under pressure from his parents. In
1912 he again turned to painting and continued his
studies in the private art school of Gali, where he
remained until 1915. Mir6 drew on the example of
fauvism in a series of landscapes and still lifes, which also
reveal contact with cubism. However, his colouring is
more melancholy and thicker, segmented by a distorting
and turbulent structure, aiming at expressivity. In 1912
he met Picabia. In 1918 he mounted his first one-man
exhibition in the Dalmau gallery in Barcelona. This
marked the end of his paintings inspired by spontaneous
emotion. He turned to a meticulous depiction of land-
scapes, and an accurate grasp of detail. In 1919 he went
to Paris.

MODERSOHN-BECKER, Paula (Dresden, 8.2.1876
— Worpswede, 20.11.1907). Paula Modersohn-Becker
completed her artistic output in only six years. She had

Portrast of Rasner Maria Rilke

MODERSOHN-BECKER, PAULA
1904

first to complete her training as a teacher in Bremen,
betore she could go to Berlin in 1896 to be able to study
at the school for women artists there. In the summer ot




T e

'

MODERSOHN-BECKER, PAULA: Self-portrait. 1907.

1897 she went to Worpswede for the first time, was
taught by Mackensen and met her future husband, Otto
Modersohn. In 1898 she went on a journey to Scan-
dinavia and moved to Worpswede.

She spent the first half of 1900 as a student in the
Colarossi Academy in Paris and set up a studio with
Clara Westhoff, later Rilke’s wife. In 1903 she returned
to Colarossi in Paris, and met Rodin through Rilke. In
1902 she again stayed in Paris and attended the
Académie Julian. She returned for the last time in 1906
and stayed for about a year before returning to

Modigliani

Worpswede in the spring of 1907 where she gave birth
to a daughter on November 2nd and died a short while
afterwards.

Paula Modersohn-Becker admittedly started with
lyrical naturalism, but quickly progressed beyond it as
aresult of her experiences in France, giving her painting
a restrained radiance, which she fused with a sim-
plification of form learnt from Cézanne. In so doing,
she used the expressive potential of colour to give voice
to her feelings, and thus pointed out a road which the
expressionists in Germany later took.

MODIGLIANI, AMEDEO: Portrait of Soutine. 1917.

MODIGLIANI, Amedeo (Leghorn, 12.7.1884 —
Paris, 25.1.1920). Modigliani came from a family of
Jewish businessmen. He began his training in 1898 ar
the art college in Leghorn. He was forced to interrupt
his schooling by illness in 1901. He resumed it again in
1902 in the academy in Florence with Fattori. In 1906
he moved to Paris where he soon came into contact with
Max Jacob, Apollinaire and Picasso. In 1908 he exhi-
bited for the first time in the Salon des indépendants.
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MODIGLIANI, AMEDEO: Portrait of Jeanne Hébuterne. 1918.

From the start, he made the portrait genre his own, and
later the female nude. His early works are influenced by
Toulouse-Lautrec and fauvism. In 1909 he met Brancusi
a sculptor. In
first sculptures in the Salon des

and began, at his instigation, to work 4

1912 he exhibited
indépendants. The examples of negro sculpture, and
Cézanne, showed him a way to give emphatic expression
to his feelings via distortion. In 1916 his style was
characterized by his elongated and distorted manner. In
1917 the Berthe Weill Gallery showed his first one-man
exhibition. In 1918 he travelled to Cannes and Nice
where he tried his hand at landscape paintng. Neverthe-
less, he remained bound to lyrical figure painting and

subdued colours

MORGNER, W ilhelm  (Soest, 27.1.1891
Langemark, 12.8.1917). Morgner, of whom it 15 said
that when a schoolboy he watched Christian Rolfs paint

88

ing in Soest, came to Worpswede in 1908 and became a
pupil of Georg Tappert. He began with lyrical
naturalism and was strongly influenced by neo-
impressionism and Van Gogh. Through the help of his
teacher, Morgner was already alble to exhibit with che
New Sezession in Berlin in 1911 and to participate in
the second exhibition of Der Blaue Reiter; and in the
Sezession in Cologne in 1912. He transposed his agi-
tated emotions into a rhychmic stylization. Under the
influence of Kandinsky and Jawlensky, he sought a way
towards abstract art, which he thought was the only
means of expressing the emotion in his consciousness of
the world.

‘My means of expression is colour. | want to com-
municate the living God in me directly throught the

MORGNER, WILHELM: Astral composition XIV. 1912.

correct use of colour.” However, he barely had time to
elaborate this plan. He was called up for military service
as early as 1913, took part in the war from its first day
and never returned.

MUELLER, Otto (Licbau, Silesia, 16.10.1874 - Bres-
lau, 24.9.1930). After four years as an apprentice lithog-
rapher in Gorlitz, Mueller came to the Dresden
Academy where he worked until 1896. In 1896 and
1897 he travelled with the writer, Gerhart Hauptmann,
to whom he was related, to Traly and Switzerland. In
1898-1899 he continued his studies with Stuck at the
Munich Academy. Then he returned to Dresden where
the Hauptmanns had furmished a studio for him. Unil
moving to Berlin in 1908 Mueller withdrew ever more
frequendy to small villages in the Riesen Gebirge,
painted in Bohemia, and the area round Dresden. No
painungs exist from this period, for the pamnter
destroyed them.



Mueller

MUELLER, OTTO: Two women in the reeds. Circa 1922.
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He received a vital impetus from Bocklin whose work
gave him important ideas concerning the mythical ele-
mentin nature and the possibilities of composition from
blocks of colour. On the other hand, he remained
uninfluenced by all those models which owed their
expressivity to intensifying contrasted, pure colour. His
use of colour aims rather towards tranquillity, does not
2o beyond the object and achieves unity within the
picture through similarity of colour tone.

What linked him with his contemporaries was his
e: “The chief
goal of my endeavour is to express my feelings for
landscapes and for men with the greatest possible
simplicity.” The essental theme of Mueller's work,
which was already decided when he met the Die Briicke
painters in 1910, was to portray the harmony of man and

yearning for a simple and natural way of |

nature.

MUELLER, OTTO: Self-portrait. 1921.

Kirchner, Heckel and Pechstein were pursuing simi-
lar goals so that Mueller became a member of the group
as a matrer of course. He had already evolved his large-
scale two-dimensional nudes, but chey were still out-
lines with rounded, gentle, mellifluous contours. Under
the influence of his friends = he went with Kirchner to
Bohemia in 1911 = his outlines became more angular
and taut and the organmization of the surface area clearer.
Once he had tound the mout of the nude n a landscape,
it became decisive tor his work. Tt was followed 1n the
twenties by pure landscape, and a few portraits and
paintings of gypsies, Mueller contunued to re-work
these themes 1in a seltssatstied manner without any
noticeable stylistuc thange. In 1919 he was appointed to
teach at Breslau Academy
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MUNTER, Gabriele (Berlin, 19.2.1877 — Murnau,
19.5.1962). Gabriele Minter came to Munich in 1901
and first attended the school for women painters, for
women were not allowed in the academies at that time.
In 1902 she transferred to the school of the Phalanx
group and became Kandinsky's pupil. A close com-
panionship grew out of the teacher/pupil relationship
in 1903, lasting till 1916.

Miinter accompanied Kandinsky on all his travels in
the following years. She was of course Kandinsky's pupil
during this time, but since she employed her consider-
able talent without ambition and almost unconsciously,
shenever became overshadowed. On the contrary, the
works of Van Gogh, introduced to her by Jawlensky,
and of Jawlensky himself, were her models. In the sum-
mer of 1908, which she spent with Kandinsky, Jaw-
lensky and Werefkin in Murnau, she found her method.
Prepared by the fauves, whom she knew from Paris, she
discovered the power of expression in Bavarian folk art
in the form of stained-glass work. She saw in Jawlensky,
the juxtaposition of heavily outlined, luminous blocks
of colour, which also became characteristic of her work.
She now gave voice to her emotions principally in land-
scapes and stll lifes, in which melancholy and dream
merged.

In 1909 she was a co-founder of the New Artists’
Association in Munich. She also belonged to Der Blaue
Rezter and took part in all important exhibitions in Ger-
many until 1914. In 1914 Kandinsky had to leave Ger-
many. Gabriele Miinter met him once more in Stock-
holm before they finally parted in 1916; Miinter became
silent as a painter for many years.

MUNTER, GABRIELE: Meadote 1n Murnau. 1908



NAUEN, HEINRICH: the Good Samaritan. 1914.

NAUEN, Heinrich (Krefeld, 1.6.1880 - Kalkar,
26.11.1940). Heinrich Nauen was a colourist above all.
He epitomizes the type of the Rhenish artist, who strove
to unite elements of German and French art. Nauen
studied at Disseldorf Academy in 1898, became the
prime pupil of Leopold van Kalkreuth in Stuttgart
Academy until 1902, before going to Laetham-Saint-
Martin. Here he worked in company with the future
Belgian expressionists. From 1906 to 1911 he lived in
Berlin and maintained conrtacts with Die Briicke and Der
Blaue Reiter. In 1911 he settled in Dilborn. At first
Nauen had sought expressivity after the model of Van
Gogh. Then, under the influence of Matisse, he drew
close to a form of fauvism. Landscapes, still lifes and
modified portraits, with tranquil, harmonious rhythms,
emerged from his decorative organization of the picture
and its colourful ornamentation.

NOLDE, Emil (Schleswig, 7.8.1867 — Seebiill,
13.4.1956). Emil Hansen, who called himself Nolde
from 1901 after his birthplace in Northern Schleswig,
was the son of a farmer. After farming, he was allowed to
enter a furniture factory in Flensburg as an apprentice
wood carver. This lasted four years. In 1888 went to

Nolde

Karlsruhe where he worked as a furniture carver, and
attended the School of Arts and Crafts 3t the same time.
In 1890 he moved to Berlin as a furniture designer. He
drew a great deal in museums and was especially
influenced by Assyrian and Egyptian art.

In 1892 he taught industrial and ornamental design at
the industrial museum in St Gallen. Here, Holler and
Bocklin came to his attention. Bocklin's allegorical
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NOLDE, EMIL: Self-portrait. 1911.
depictions of the soul in nature, in particular, moved
him, for they coincided with his own experiences. In

1894 he drew the Swiss mounrains personified as
grotesque masks, had postcards of them printed and had

NOLDE, EMIL: The Adoration of the Magi.
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NOLDE, EMIL: The Dance Round the Golden Calf. 1910.

such a financial success with them that he was able to
become an independent painter.

In 1898 he went to Munich, attended a private art
college there and in 1899 painted with Hoelzel in
Dachau. A nine-month stay in Paris then followed.

Nolde attended the Académie Julian and steeped
himself in impressionism. In the summer of 1900 he
returned to his home and spent the next years in various
places, amongst others, Copenhagen and Berlin, until
he setdded in 1903 on Alsen Island.

Painting from instinct, he now transformed the vis-
ions that oppressed him into colour. The excitement
that seized Nolde when working, expressed itself ecstat-
ically. He applied colour in an impasto with brush,
fingers, pieces of car and such like, to give its radiance
intensified expression. These storms of colour, which so
excited the Dre Briicke group, have been called dramatic
Or €Cstatic Impressionism.

In 1906 Nolde mok up the request to become a
member of Dre Briicke and took part in their exhibitions
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in 1906 and 1907. Close personal contact arose also
during a stay in Dresden in 1901. Nolde taught the
younger artists his etching technique and took from
their style of wood-carving and lichography. Nolde left
the group in 1907, but retained friendly links wich them
and was associated again with them in 1910 in the New
Sezession in Berlin.

In the years to 1909, Notde created portrairs, land-
scapes and garden scenes, taking visible reality as his
starting point. He increasingly spread colour over the
surface like a carpet. He strove for simplification and
concentration, with the aim of ‘giving a new value to
nature through the addition of the soul and the intellect’
(Nolde). He had barely recovered from an illness in
1909 when he was seized by the desire to depict deep
religious feeling and ardour. His first religious paintings
originated in memory and the inner imagination in
which form is so reduced that the vision is drawn
entirely from colour and hght.

In these years, Nolde painted in Alsen in the summer,




and spent the winter gathering his strength in Berlin. He
was also affected by his fascination for the city. In 1910
he recorded his experience of the port of Hamburg in
sketches which are filled with life, noise and animarion.
This is what interested him in the night restaurants,
cafés and cabarets of Berlin, and what he transposed into
painting.

But religious works were in the foreground from now
on. In order to give form to primary emotion, he con-
centrated colour in large blocks, and abandoned any
effect that was still linked to external appearances.
These pictures gave rise to violent controversy, with the
result that Nolde withdrew from the art world, and from
1913 was scarcely willing to take part in exhibitions. In

PECHSTEIN, MAX: Self-portrait. 1922.

his endeavour to find expression for the primitive state
and to make natural emotions visible, Nolde concerned
himself with the primitives in 1911-1912. In 1913 he
took part in an expedition of the Imperial Colonial
Office to the then German colonies in the South Seas,
from which he returned shortly before the outbreak of
war. In the years that followed, he found the security
and the composure to give shape to his work within a

Pechstein

NOLDE, EMIL: Nordermiible. Circa 1924.

thematically and formally circumscribed framework,
and to give the impasto of his colours greater tranquillity.

PECHSTEIN, Max (Zwickau, 31.12.1881 — Berlin,
19.6.1955). Pechstein had a versatile talent. After a
four-year apprenticeship with an interior decorator in

PECHSTEIN, MAX: Self-portrait. 1922.
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PECHSTEIN, MAX: Two Nudes. 1909.

Zwickau he came to Dresden in 1900 to study at the
School of Arts and Crafts. As early as 1902 he took part
in the school's competition in all six subjects, and won
five first prizes and one second. He was immediately
asked to become a teacher at the school, but he decided
to transfer to the Academy where he remained as star
pupil until 1906. The same year he won the State prize
in Saxony.

He met Heckel and became a member of Die Briicke.
In the autumn of 1907 he set out for Iraly and returned
to Paris in 1908 - where he stayed for six months -
sceeling in Berlin a short while later. His close collabora-
tion with his Dse Briicke friends thus lasted only a year.
He skilfully adapted the discoveries of his triends with-
out having to catch up with cheir developments in
laborious work.

His stay in Paris had resulted in a meeting with van
Dongen — who became a member of Dre Briicke in 1908

and also a knowledge of Matsse’s work, which exer-
ased a direct influence on Pechstein’s pictures in
1911-1912. The violent, strong colours which he jux-

PECHSTEIN, MAX. In the forest. 1919
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taposed in large areas to emphasize structure are the
expression of a powerful and primitive temperament.
He intensifies the colourful splendour of the world,
without however, wishing to move into symbolism or
myth.

His best pictures were produced in the summer of
1910, when he painted with Kirchner and Heckel at the
Moritzburg lakes, and then travelled with Heckel to
Schmidt-Rorttluff in Dangast. The works of the follow-
ing years, the numerous pictures of bathing figures
amongst the dunes, which were created at Nidden in the
Baltic, where Pechstein had painted in the summer since
1909, impress principally by their beautifully decorative
and rhythmic lines. In 1910 Pechstein was one of the
founders of the New Sezession in Berlin, whose Chair-
man he became; when he returned in 1912 to the old
Sezession, he was excluded from Die Briicke.

In 1914 he went to Palau in the South Seas. He found
here the harmony berween nature and man which he

PECHSTEIN, MAX: Vase of Flowers with Two Nudes. 1912.

had sought in remote Nidden and in 1913 in a fishing
village near Genoa. The outbreak of war soon put an
end to his light-hearted way of life, and Pechstein was
taken prisoner by the Japanese. In 1915 he succeeded in
returning to Germany after many adventures.

Picasso

PERMEKE, CONSTANT: The Fiancés. 1923.

PERMEKE, Constant (Antwerp, 31.7.1886— Ostend,
4.1.1952). Permeke, whose father was a sea painter,
went for a year to the Academy in Bruges and transfer-
red in 1904 to Ghent, where he made friends with Van
den Berghe, Servaes and de Smet. After completing his
military service he followed his friends to Laethem-
Saint-Martin in 1909. An artists’ colony had formed
there, still concerned with impressionist problems. In
1912 Permeke went to Ostend and turned more and
more towards an expressionist style. In 1914 he was
called up, wounded and evacuated to England. In 1918
he returned to Ostend. His favourite themes from now
on were landscapes and heavy, ponderous figures; peas-
ants and fishermen. Shapes were simplified into angular
areas. His palette consists primarily of dark, earthy col-
ours, creating a joyless atmosphere in his pictures, in
which a social element is often present.

PICASSO, Pablo (Malaga, 25.10.1881 — Mougins,
8.4.1973). Picasso began his painting at ten years old.
When fifteen he was accepted by an art college in Bar-
celona, where his father taught painting. In 1896 he set
up his first studio. In 1897 he passed the encrance
examination for the San Fernando Academy, but only
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P1CASSO, PABLO: Three women. 1908.

stayed a short while. In Barcelona he moved in the
arcles of the arustic and intellectual avant-garde. In
19 he undertook his first three-month journey to
Paris. Under the influence of Toulouse-Lautrec, Stein
len and Munch, whose work he had come to know in
Barcelona, he recorded the lite of the poor districts, and
its wretchedness. In 1901 he recurned to Paris after a
stay in Madnd. His knowledge of Seurat and Van Gogh
helped him towards a powerful use of colour. From now
on he juxtaposed bright colours with broad brush
strokes, and worKed 1n a kind of pre-fauvist manner
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which was separate from the ‘vitrail period’. Large areas
of colour applied in a uniform style, indicate the
influence of Gauguin. Vollard mounted his first one-
man exhibition in Paris

At the end of 1901 Picasso abandoned colour con-
trasts and limited himself to one colour: blue. This
became the fundamental means of expression for strong
emotion and compassion. The themes of his paintings
revolve around human sutfering, sadness and despair. In
1902-1903 he alernated between Paris and Barcelona,
until he finally settled in Paris 1n 1904 at the Batean




PICASSO, PABLO: The old guitarist. Barcelona, 1903.

Lavoir, where he lived tll 1909. In 1905 Fernande
Olivier became his companion, and he met Apollinaire
and the Stein sisters. The same year he travelled to
Holland, which resulted in a changed feeling for the
human body.

Picasso now began to sculpt. Colour was no longer
dominant in his painting, and the so-called ‘rose period’
began. His type of model changed at the same time.
From now on he was interested in the circus: harlequins,
jugglers and acrobats. In 1906 he met Matisse and
Derain. He spent the summer of that year in Gosol
(Andorra). Under the influence of Iberian sculpture and
El Greco he arrived at a distortion of bodies and objects
as a means of intensifying expression; the monumental
nature of Les Demoiselles d’Avignon in 1907 represented
the climax of this expressionist force. This work is one
of Picasso’s most important. It calls into question the
painting of that era. Indeed the artist’s intention was to
make the painting ‘a summary of Western Art’ and
confront it with negro art. In this painting Picasso draws
the conclusions of a research that took volume of its
object. It instigated the period of cubism which came to
an end after the 1914-1918 war.

Prochazka

PicassO, PABLO: The Crouching Beggar-woman. Barcelona,
1902.

PROCHAZKA, Antonin (Vazany, Moravia, 5.6.1882
— Brno, 5.6.1945). Prochazka came to Prague in 1902
began his studies at the academy, and finished them in
1906. Travels in Germany, Belgium, France and Iraly
completed his education. His expressionist figure paint-
ing originated in Van Gogh and Munch. Although he
had worked in Ostrava as an art teacher since 1910, he
was one of the first Czech artists to be influenced by
cubism. Prochazka took up the problems intuitively but
could not find the strength to elaborate them properly,
and thus did not go beyond a superficial style.

PUY, Jean (Roanne, 8.11.1876 - Roanne, 1960). Puy
came to Lyon at nineteen to study architecture there at
the Ecole des Beaux Arts. In 1896 he transferred to
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PROCHAZKA, ANTONIN: Portrait of a young man. 1909.

PuY, JEAN: Landscape of Saint-Alban-les-Eaux. Circa 1904.

98

Tollet's studio and turned to painting. In 1890 he con-
tinued his studies at the Académie Julian and in 1899 at
the Académie Carritre. Here he met Matisse and Derain.
From then on Puy belonged to the circle which met to
work together in Manguin’s studio. Under Matisse's
influence he painted landscapes, nudes, interiors and
stll lifes in a subdued fauvist style. From 1910 on he
exhibited with Matisse, as he did in The Wild Animal
Cage in the 1905 Salon d'antomne. Due to his compara-
tively reserved style he had a strong acclaim from the
press. In 1907 he mounted his first solo exhibition in
Paris, to which more were added the same year. How-
ever, since his art stagnated, people soon lost interestin
his painting; his next exhibition was held in 1930.

ROHLFS, Christian (Niendorf, Holstein, 22.12.1849
— Hagen, 8.1.1938). Christian Rohlfs came to Hagen in
1901 to take part in the founding of the first museum of
modern art. He was continually forced into new inves-
tigations by the collection which was forming in Hagen.
He had lived in Weimar for thirty years and painted

ROHLFS, CHRISTIAN: Ecce Homo.




realist landscapes, assimilated Seuratand Van Gogh, but
remained bound to the beauty of the physical world.
From 1904 he had frequently painted in Soest, where he
met Nolde in 1905.

He was inspired by the morifs of the medieval town to
create brightly coloured ‘flat’ paintings. From 1913 on
he succeeded in transposing his motifs into flat colour
shapes by means of vigorous brush strokes. However,
Rohlfs was not seeking to express strong emotions but
spiritual agitation. He thus separated colour from the
object, and simultaneously subordinated it to the
rhychmic line, contour and expressive arabesques of the
picture.

ROUAULT, Georges-Henri (Paris, 27.5.1871 —
Paris, 13.2.1958). Rouault’s work grew out of compas-
sion and his own experiences of suffering.

ROUAULT, GEORGES-HENRL: 17 the Mirror.

The son of a carpenter, he began an apprenticeship
with a glas: painter at fourteen. He stayed there until
1890, collecting impressions and knowledge by restor-
ing medieval church windows. His grandfather had
already made him familiar with Manet, Courbet and
Daumier, whose reproductions he collected. From
1885 onwards he attended night classes at the Art and

Rouault

ROUAULT, GEORGES-HENRI: The Clown. Circa 1907.

Craft College in Paris. In 1890 he transferred to the
Ecole des Beaux Arts, to Elise Delaunay’s studio. In 1891
Gustave Moreau took over the studio and Rouault
became his favourite pupil.

He directed Rouault towards brilliant colour tones
and bold effects; Rouault learnt not to start a picture
with a preconceived vision. A close friendship soon
arose between pupil and teacher. In contrast to his
fellow pupils, Matisse and Marquet, Rouault sought his
point of departure in Rembrandt.

Moreau died in 1898, and Rouault underwent a pro-
found crisis. He could no longer paint religious sub-
jects, but instead used prostitutes, clowns and acrobats,
symbols of a corrupt world, to depict his religious feel-
ings which were intensified by his friendship with the
writer, Leon Bloy. Rouault now sought reality in what
was hideous and repellent, and formed from it an
accusation and homily against society.

He became curator of the Musée Morean in 1903, and
founded the Salon d'automne with Matisse and others.
He exhibited here with Matisse's circle, which gave him
the reputation of being a fauve. But this connection was
only superficial. His art which he himself described as A
scream in the night! A stifled sob! A laugh that chokes
on itself!’, was in direct contrast to fauvism. Until 1910
Rouault primarily worked on light-coloured, translu-
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cent water-colours with strong brush strokes. From
1908 he added scenes of judgment to his themes, which
recall Daumier. In 1910 he had his first one-man exhibi-
tion in the Druert gallery; in 1913 the art dealer Vollard
bought the whole of his work to date.

From 1918 on, water-colours and body colour paint-
ing became less important and Rouault’s preference
turned to oils. The surface area of the painting was
concentrated into a radiant, opaque texture and he
introduced black contours and the lead outline tech-
nique from stained-glass windows. His art returned to
religious themes, in particular the Passion of Christ.
From 1914 onwards, he also produced drawings on
which he concentrated almost exclusively between
1911 and 1929. In the decades before his death he
re-worked his motifs indefatigably, constantly con-
cerned to give shape to his expression.

SCHIELE, EGON: Self-portrait. 1911.

RUSSOLO, Luigi (Portogruaro, 30.4.1885 - Cerro de
Levano, 4.2.1947). Russolo had at first studied music,
but he started teaching himself to paint in 1904—1905.
He entered an avant-garde literary circle in Milan and
there met Marinetti, who published Poesia, to which
Russolo contributed. In 1909 he made friends with
Boccioni. In 1910 he was one of the five signatories of
the first Futurist Manifesto. In the following years
although he took part in all the activities of the futurist
painters, his own painting, which followed dynamism in
a modified form, did not achieve crucial significance. In
1901 he travelled to Paris, where Derain introduced
him to his artist friends. In 1913 he became a con-
tributor to the futurist magazine Lacerba and published
the manifesto, L'Arte dei Rumori. After the war, in which
he took part as a volunteer, he moved to Paris and
turned to realist painting.
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SCHIELE, Egon (Tulln, 12.6.1890 - Vienna,
31.10.1918). Schiele’s talent was recognized by his
teachers in secondary school, who managed — against his
family’s wishes — to have him study at the Vienna
Academy in 1906. In 1907 he set up his own studio.
Schiele met Gustav Klimt and was influenced by him.
Bur it was precisely while studying with Klimt's elegant
figures that Schiele evolved his ascetic artistic concep-
tion characterized by austere harsh brushstrokes.

In 1909 he left the Academy and founded the New
Art Group with Gitersloh, Peschka and Faistauer. In
the first exhibition of this group in the same year,
Schiele met some art collectors, who soon formed a
circle of close friends and buyers. In 1910 came the
breakthrough to expressionism via an emotive, uncom-
promizing and spontaneous distancing from self. Van
Gogh and Toulouse-Lautrec, Hodler and Munch were
his models. Disquiet, pain and danger were portrayed in
tormented, twisted figures. The human figure and the
portrait constitute the major themes in Schiele’s work,
both in his drawings and his paintings. Additional sub-
jects were landscapes — lifeless, deserted cities and vil-
lages.

Eroticism which he treats with brutal, concentrated
and conscious directness, is entirely confined to water-
colours and drawings. It was too direct for the public
prosecutor, with the result that Schiele was sentenced to
detention for disseminating indecent drawings. In 1911
he had his first one-man exhibition in Vienna, and
became a member of the artistic group Seza in Munich,
to which Klee and Kubin also belonged. After this he
took part in numerous exhibitions in Germany and
mounted a collective one which started its tour in
Munich in 1913. That year he became a contributor to
the Berlin review Action, the more politically orientated
rival of Der Sturm, to which he devoted a special edition
in 1916,

In 1915 he was called up for military service, which he
did mainly in Vienna so that he was nevertheless able to
work. In 1918 the ViennaSezesszon mounted a collective
exhibition of Schiele’s work which led to real artisticand
material success. However, he was not able to profit by
it. In October 1918 he and his wife died of Spanish "flu.

SCHMIDT-ROTTLUFF (Rottluff near Chemnirz,
1.12.1884 — Berlin, 10.8.1976). After finishing secon-
dary school in Chemnitz, Schmidt-Rottluff had art first
chosen, like Franz Marc, to study theology, but then
followed the example of his friend Heckel and went to
study architecture in Dresden. They soon discovered
their common love for painting as well as for poetry, and
began to paint and draw rogether.

Schmidt-Rottluff

When Schmidt-Rottluff came to Dresden in 1905 he
immediately joined the circle of Kirchner, Bleyl and
Heckel and formed the Die Briicke group with them.
Schmidt-Roteluff suggested the name. This fervent
admirer of Nietzsche had been stimulated by the fourth
prologue of Zarathustra, ‘what is noble in man is that he

SCHMIDT-ROTTLUFF, KARL: Self-portrait. 1914.

is a bridge and not a goal; what can be loved in a man is
that he is a crossing over and a going under’. Schmidt-
Rorttluff persuaded Nolde, whom he had visited in
Alsen in 1906, to join the group and corresponded with

SCHMIDT-ROTTLUFF, KARL: The Pharisees. 1912.




Painting and the Graphic Arts

Munch concerning his joining Die Briicke. It was he who
introduced lithography into the group.

Nevertheless, amid all this activity on behalf of the
group, he always held himself a little aloof. He visited
and shared studios less frequently and also did not take
part in the work trips to the Moritzburg lakes near
Dresden. Instead, he went to Dangast in Oldenburg
during the summer months from 1907 to 1912; Heckel
followed him cthere. He was the only one of the friends
to exhibit in Braunschweig in 1907, and in one-man
exhibitions in Hamburg in 19 10; the rest<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>