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INTRODUCTION

Timothy O. Benson
Eva Forgacs

The avant-garde circles of Central
Europe were an integral part of the
evolution of modernism as it reached
its zenith during the 1920s as an
international cosmopolitan commu-

nity. The documentation of these

movements (in the form of manifestos,

artists’ statements, and reviews)

was their lifeblood and, during the
periods when political events con-
spired to isolate them, one of their
few means of communication and

exchange. The small magazines in

which such documents appeared often

published excerpts from one another
as well as promoted one another in
advertisements. Written and read at
café tables and in ateliers, avidly
exchanged among artists of different
regions, these publications are an
essential part of the historical fabric.
However, much of this crucial
evidence—familiar at the time—has
been lost to us due to intervening
historical events. Indeed, the artistic
avant-gardes of Central Europe have
been in a blind spot of scholarship
on modernism for several decades.
Recently a growing interest occa-
sioned by the fall of the Berlin Wall,
and a number of the exhibitions

and publications, have begun to
bring this crucial aspect of European
culture—"“the other Europe”'—back
into focus.

Yet historical accounts and critical

theory have generally continued to

draw upon Western European or
Russian avant-garde works and texts,
by and large ignoring the territory

in between. Writers of the region—
Franz Kafka, Robert Musil, Elias
Canetti, Jaroslav Hagek, Bohumil
Hrabal, Czestaw Mitosz, and more
recently Péter Nadas, Péter Esterhdzy,
Danilo Ki§, and Claudio Magris, to
give but a few examples—have long
been appreciated beyond their respec-
tive cultures (some having emigrated
during their careers). Yet the visual
arts and art criticism of the Central
European avant-garde have remained
in relative obscurity for the English-
speaking world. In large part this is
due to the inaccessibility of sources
and lack of translations. The present
volume provides a body of documenta-
tion in order to deepen appreciation

and scholarship concerning the evolu-

tion of modernism throughout Central

Europe during the first decades of the

twentieth century.

Whether considering geographic scope
or stylistic criteria, no simple defini-
tion suffices for Central European art.
Not bound linguistically to specific
national cultures, the region’s visual
artists, especially those of the avant-
gardes, could espouse an internation-
alist agenda, sometimes producing
work so supranational in style as to
be scarcely distinguishable from their

West European counterparts. Yet a
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liberal press and open market were
rarely available; consequently the
records left behind were tragmentary
and episodic. Moreover, much of this
evidence became unavailable during
four decades of Soviet domination.
Discussion of the avant-garde was fre-
quently distorted, suppressed, or
banned during the very period when
the history of the Western avant-garde
was being constructed.

Retrospective accounts, anthologies,
and exhibition catalogues (typically
including translated documents)
concerning the avant-gardes of Central
Europe began to appear in West
Germany and France in the late 1960s
and throughout the 1970s.? In 1973

the Muzeum Sztuki in L6dZ brought
its crucial collection of Polish mod-
ernism to the West, accompanied by

a catalogue in English that excerpted
texts by the Polish Constructivists.®

As interest grew, the first exhibition
to consider how modernism developed
across Central and Western Europe

in the 19208 was mounted in Germany
from Western collections.* During the
1980s the premier collections of mod-
ernism under state authority in the
Eastern Bloc began to be seen in the
West. This brought forth documents
pertaining to the Hungarian Eight and
Activists,” as well as to Czech architec-
ture.® Several subsequent European
and American exhibitions provided

more documents,’ among them

Wechselwirkungen (1986),° Kubismus

in Prag (1991),” and Europa, Europa
(1994)." English language academic
anthologies have added little.
Stephan Bann's classic The Tradition of
Constructivism presented a broad pic-
ture of International Constructivism
{Especially Russian, German, and
Dutch) but with only limited space
for Central Europe."

Although these exhibitions and their
scant documentation brought the
avant-gardes of Central Europe within
the periphery of the Western canon,
many basic questions were left unre-
solved: Was there something distinc-
tive about Central European art and
its avant-garde manifestations? Was
the art in this region merely a dialect
of West European art? Did the adop-
tion of Western modernist formal
idioms in Central Europe lead to the
creation of meanings, contents, and
values different from those signified
by the same idioms in the West? What
terms and assumptions would differ-
entiate a narrative for the modernist
art of Central Europe from the pre-

vailing account of Western art?

On a broader scale, Central Europe
itselt as a cultural entity remains prob-
lematic. When asked to explain it,

the late Yugoslav writer Danilo Ki3
responded in thirty-eight fragmentary
chapters;™ the historian Jacques

Rupnik opened his book with a chapter



titled “In Search of Central Europe™",;
and Timothy Garton Ash, a seasoned
observer of the region, wrote an

essay entitled “Does Central Europe
Exist?""

The intellectual mapping of this polit-
ically and ethnically diverse region,
whose boundaries continually shifted
and blurred throughout centuries, has
long depended on the conflicting
interests of those defining it. The term
Mitteleuropa, the first strategic recogni-
tion of the region, was coined in 1915
by Friedrich Naumann, founder of the
Christian Social Movement." He used
it primarily as a political and eco-
nomic concept and presciently sug-
gested that Germany might absorb
this part of continental Europe, with
all its resources, as an alternative

to overseas colonies that, Naumann
feared, would not be gained after a
possible defeat in World War L." As
had many predecessors equating the
arrival of the Christian universality
of the Holy Roman Empire with civi-
lization itself, Naumann referred to
Charlemagne’s great empire as the
model of a supranational European
federation, and urged cultural rap-
prochement and solidarity between
the Germans and smaller nations.

His concept of German-dominated
integration drew criticism from many
quarters. The socialists found it
incompatible with their own dreams

of internationalism, the liberals

thought it too narrow, and the Pan-
Germans thought it was too favorable
for the Slavs.

Yet these political disputes could
scarcely sweep away the legacy of
German involvement in vast regions of
Central Europe embodied in the five-
century dominance of the Habsburg
empire: a profound and often uneasy
cultural amalgam (combining German
Kultur with indigenous Slavic and
Magyar traditions) not easily dis-
solved with the founding of modern
nation states nor eliminated even

by the tragedy of Nazism. As Claudio
Magris reminds us in Danube, his
sweeping, deeply felt survey: “Today,
questioning oneself about Europe
means asking oneself how one relates
to Germany.""

The term East Central Europe came to

be used around 1918—19, when the map
of the region was redrawn after the
war. As a political concept, it demar-
cated Russia and the Balkans as a more
distant region to be called Eastern
Europe, while Poland, Czechoslovakia,
Hungary, occasionally the Baltic
states, Finland, and the northwestern
parts of the Balkan region became
East Central Europe.' The equally cur-
rent term Zwischeneuropa, or “Between-
Europe,” describes a territory where
thirteen new states were created

or reinstated between 1820 and 1920."
Although used politically, this term

reflects to no small degree the cultural

Ty
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landscape of the avant-garde at the
time: to the west Paris summoned
many as a center of revolutionary
artistic change, and to the east Moscow
was also exerting tremendous appeal
with its promise of a social utopia
and an art suited to technological
progress.

Prior to 1918 many nations in Central
Europe had either been partitioned,
as was Poland among three powerful
empires, or had been wholly absorbed
into the Austro-Hungarian empire. For
them nineteenth century Romanticism
had given birth to movements of
national awakening. Yet this urge
toward independence could be pursued
only culturally prior to the collapse of
the empires at the end of World War
[. Thus the artist, as protagonist on
the prewar cultural stage, had already
become a freedom fighter, prophet,
and national symbol, aware of —and
sometimes skeptical of —these iconic
roles.*

While Enlightenment philosophy
developed in the West in tandem with
an industrializing economy and par-
liamentary or quasi-parliamentary
nation states, in Central Europe latent
feudalistic structures persisted in a
largely agrarian society that became
industrialized only through the mas-
sive investment of Western capital
and an increase in migration during
the twilight years of the empires.?*

Regiﬂnal aristocracies remained in

place, while a bourgeois middle class
gradually began to grow, as Western
entrepreneurs arrived with skills nec-
essary for modernization and industri-
alization. Many of these newcomers
augmented the small Jewish mercantile
and working classes that had resided
throughout Central Europe since the
Middle Ages.*

Cosmopolitan cultural trends of con-
sumption and patronage, as well

as political rationalism aspiring to
the creation of new, international
republics, alternated with or existed
alongside the forces of nationalist
conservatism that fueled the re-
creation of national mythologies.
Ambitions for international cultural
integration thus often required
circumventing local power structures
in favor of a wider community .
where new artistic concepts might

be validated. Many intellectuals

in these regions sought to overcome
this duality and synthesize their
national heritage with their belief

1IN progress.

During the century and a half between
the creation of nation states in the
West and in the East many regional
differences evolved across Central
Europe in political institutions

and power structures, resulting—
especially at a distance from cosmopol-
itan centers—in a denial of basic
freedoms that were becoming com-

monplace in the West. Differences



also developed in the institutional
settings of culture (ranging from the
academies to the avant-garde) and

in economic conditions (including
patronage patterns and the viability
of art markets). Even forms of expres-
sion adopted from Western cultures
now reverberated with local over-
tones and meanings. The espousal

of purely formal concerns might
become an issue as much of political
freedom as aesthetic autonomy. Thus
the Central European avant-gardes

of the 19105 and 1920s were the first
art movements in their regions

to function under historically new
circumstances—in new nation
states, free from the authority of the
former empires—and they evolved
widely divergent strategies of commu-
nication and modes of aesthetic
production.

The Central European avant-gardes
were also influenced by the anarchist
philosophies that flourished especially
among German and Russian intellec-
tuals from the late nineteenth cen-
tury. While strongly engaged with
Russian ideas (framed by debates
between devotees of Karl Marx and
Mikhail Bakunin), German anarchism
ranged widely between extreme indi-
vidualism (exemplified in the cente-
nary revival of Max Stirner around
19os) and the more communalistic
tendencies of Kropotkin translator

Gustav Landauer, whose socialistic

views found a profound resonance =)
among many post—World War [ social
revolutionaries, artists, writers, and
architects.”

[n the early twenties the resolutions
forged by Central European artists
would lead to an International Con-
structivism departing from Russian
Constructivist, Suprematist, and
Productivist antecedents originating
from the Soviet realm. Yet despite

the connections of the avant-garde to
working-class movements and to later,
oppressive cultural-political systems,*
these artists were able to sustain their
idealism without the unrelenting
crashes with reality of the subsequent
era (and eventual change of strategies
of the 1980s).”

Armed with messianic ideologies, the
avant-gardes of the early twentieth
century, even after surviving the car-
nage of the Great War, could still

be innocently militant. They were
only occasionally subjected to violence
(as during the fall of the Munich
Soviet and Hungarian Commune)

and only occasionally flirted with
true political power. Tensions
between those insisting on artistic
autonomy and others adhering to
political organizations prevailed
throughout European avant-garde
circles and cannot be divorced from
the similar debates in the workers
movement among political activists

and ideologists.
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Between Worlds: A Sourcebook of Central
European Avant-Gardes is the collaborative
effort of a team of scholars familiar
with the primary materials in their
individual specialties. In shaping
the anthology we have attempted to
reflect a general consensus, yet differ-
ing perspectives, as well as the diver-
sity of the texts themselves, preclude
a wholly consistent organization

or set of criteria, and we have given
priority to this diversity over any
artificial consistency. The selections
examine the era of the historical
avant-garde roughly between 1910 and
1930. We include writings from the
Czech-speaking lands, Hungary,
Poland, the former Yugoslavia, and
Romania, along with a more limited
body of documents originating

from the better-known German art
scene.

The avant-gardes of Central Europe
are mapped here as a network of cos-
mopolitan cities in which art move-
ments embodied the tension between
the regional and the cosmopolitan:
Bucharest, Budapest, Cracow, Dessau,
Lodz, Prague, Poznan, Warsaw,
Weimar, Zagreb—all of these had
direct links to Amsterdam, Berlin,
Cologne, Hanover, Moscow, Vienna,
or Paris. Sometimes thoroughly
ideological, at other times escaping
ideology altogether, the ava nt-gardes
within these coordinates often

changed their tenets and sometimes

rewrote their manifestos. Hence
chronological order does not always
presume development or evolution
and may merely follow the unfolding
of local current events.

Nonetheless, as channels of communi-
cation resumed after World War I and
travel restrictions and military block-
ades were lifted, the avant-gardes

of Central Europe became increasing
interconnected and, by the early
1920s, had become self-consciously
international, resulting in a discourse
about their mission and identity

that must figure prominently in any
account of the period. Consequently
we have organized the selections not
as separate regional accounts, but as
an interrelated discourse grouped
loosely under four thematic headings
implying a rough chronology, yet -~
accepting that the narrative will at
times appear chronologically discor-

dant in its episodes.

STYLE AS THE CRUCIBLE OF PAST
AND FUTURE

A sense of national cultural revival
prevailed throughout Central Europe
in the first decade of the century, and
artists were driven by idealism and
optimism to “translate” and adjust
such international movements as Art
Nouveau and Symbolism to the local
traditions. Increasingly artists, archi-
tects, composers, and actors, as well as

poets, playwrights, critics, and other



literati posed alternatives to the estab-

lished culture of art academies and
salon exhibitions.

By the end of the decade the great
scientific and technical progress
that had been achieved in the West
during the late nineteenth and early
twentieth centuries—symbolized
by Einstein's Special Theory of
Relativity in 1go5—created much
excitement within the avant-garde.?
The young social disciplines of lin-
guistics, anthropology, and sociology
strengthened the cultural relativism
that many among the intelligentsia
had discovered in Nietzsche. Whether
in social structures, abstract visual
forms, or non-Euclidean geometries,
there was a strong impulse to reveal
new paradigms. Artists throughout
Europe became fascinated with
Cézanne,” Cubism, Futurism, and
Expressionism—all seeming to
explore underlying structures or
forces beyond the visible surface

of nature.

With an unprecedented experience
of industrialization and a faith

in progress, artists and writers in
Central Europe felt increasingly
competent ta shape the future of
their countries’ cultures, not by
readdressing the national mytholo-
gies but rather by acting as socially
engaged cultural agents, who

could convey the new perspectives

heralded by the new art they

encountered on pilgrimages to France
and Germany.

As traditional styles vied with novel
alternatives, debates over competing
cosmopolitan and local standards
were often circumscribed by the con-
ventional boundaries of art discourse,
using such concepts as form, style,
and content. The viability of “national
character” was both celebrated and
contested®® as well as philosophically
examined,” while a universal expres-
sion of humanity within the diver-
sity of cultures was claimed as the
basis of these concepts. If art and aes-
thetic culture were seen as means

of national revival a decade earlier,
by the early 1g10s they were largely
seen as instrumental for a more uni-
versal cultural renewal and social

dWwdrerness.

ART AND SOCIAL CHANGE

During and after World War I avant-
garde groups in Central Europe
became dramatically politicized.
Artists recognized the communicative
power of art, including its potential
for addressing much broader audi-
ences. The elaboration of new vocabu-
laries was important for asserting

a social radicalism that was both aes-
thetic and political. Fueled by the
1917 Communist revolution in Russia
and the 1918 revolution in Germany,
Hungarian activists participated in

the 1919 Hungarian Commune, and

23



Polish artists formed Bunt [Rebellion],

which had ties to the circle of the
Qlt&ftlon socialist Berlin periodical Die Aktion.
5 In Prague a new group, Tvrdosijni

WOGHENSCHRIFT FUR POLITIK, LH‘EHAT'.'JH‘ HUHBT [The Obstinates], focused on artistic
Vil JAHR HERAUSGEGEBEN VON FRANZ F'FEMFEF{TNH. 2l
Py T I ;.J,' ';:;tl.5.'.‘5{ﬂ,’.'LLL..I,".‘.j..'.!:.'.'f‘f.i L content and art’s potential to shape
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™ Yet the political content of particular
™

stylistic idioms often changed with
the local context. The political energy
of Futurism, for example, invigorated
almost the whole Central European
avant-garde (as it had Russian art prior

to the war), but its militarist stance

was critiqued and dismissed by most
SONDERHEFT ,POLNISCHE KUNST"
VERLAG + DIE AKTION * BERLIN.-WILMERSDORF

HEET 80 pra. the Dadaists. The Czech Karel Teige

Central European groups, iﬂcluding

& and the Hungarian Lajos Kassdk were

simultaneously pro-Futurist and

Stanistaw Kubicki, Rebellion [c. 1918], illustration for Die Aktion vol. 8, antiwar.
no. 21/22 (1918] :
By November 1918, Berlin was at the

epicenter of the Central European
avant-gardes. As Gyorgy Lukacs
recalled, “There was a widespread
belief that we were at the beginning
of a vast revolutionary wave that
would flood all over Europe within

a few years. We labored under the
illusion that within a short time

we would be able to mop up the last
remnants of capitalism.”® Amid the
poverty and shortages endured by a
defeated Germany, the most fantastic
architectural and ideational utopias
thrived along with a reinvigorated
Expressionism, spiritual revivals, and

grand schemes for reforming the



entirety of culture. No less important,
the economic infrastructure of the
art scene was being restored. Galleries
and art criticism returned in full
force, and the Bauhaus was established
in Weimar. Herwarth Walden's Berlin
gallery and publishing house Der
Sturm, so essential to the avant-garde
prior to the war, mounted pioneering
shows of the works of artists arriving
in Berlin from Czechoslovakia,
Hungary, Poland, Romania, and
Russia. Berlin, with its huge Russian
émigré population, now attracted
artists and intellectuals from all over
Europe including Holland, Austria,
Belgium, Sweden, Hungary, and
Romania, almost overnight challeng-
ing Paris as the international art

capital.

INTERNATIONALISM

The ideals of internationalism and
collectivism that prevailed throughout
the avant-gardes of Central Europe
during the early 1920s were inspired
in part by the idea of a coming

world revolution promulgated by the
Soviet Russian state. The Central
European avant-garde groups, most
already opposed to nationalism and
conservatism, were drawn to interna-
tionalism with messianic fervor.
International cooperation offered new
opportunities for artists marginalized
in their respective national cultures, as

an international network of j{:-urnals,
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exhibitions, and meetings quickly
evolved. Internationalism held the
promise of cultural emancipation,
acceptance in the coveted Western cen-
ters of Europe, and the utopistic plat-
form of a tabula rasa.
Internationalism left the romantic
politicization of national art behind
in favor of an equally romantic
future-oriented political and cultural
ideal. In reality the internationalist
avant-gardes of the 1920s were decen-
tralized, nomadic, and diffuse in
their modes of aesthetic production.
By becoming thoroughly intercon-
nected they paradoxically discovered
their plurality, and at the center

of the debates prompted by the 1922
International Congress of Progressive
Art in Dusseldorf was the attempt

to attain a new sense of unity. The
ensuing discussions showed the great
centralizing role that De Stijl, and
particularly Theo van Doesburg, played
in integrating Central European art
into the fabric of Western culture. In
as marginal a position in Holland as
any Central European artist in his
respective homeland, van Doesburg
had used his own tunds to publish the
De Stijl monthly, which now carried
these debates. His Dadaist forum
Mecano, edited under the pen name

[. K. Bonset, also gave visibility to
many Central European authors

and encouraged international discus-

sions. In spring 1922 van Doesburg

taught a course in Weimar as an alter-
native to the then Expressionist
Bauhaus, which attracted students
from Germany and several other
countries.”

The primary instigator from the East
was El Lissitzky, who arrived in Berlin
from Moscow at the end of 1921. He
published Veshch/Gegenstand/Objet with
Ilya Ehrenburg, and in late 1922
designed the catalogue for the Erste
Russische Kunstausstellung [First
Russian Art Exhibition], which pre-
sented the full range of Russian
Constructivism and elicited a tremen-
dous response among artists.™
Constructivism's departure from the
traditions of easel painting and
pedestal sculpture for principles that
could be used in building the environ-
ment and designing products for _
everyday life exerted a great influence,
especially in Berlin, Weimar, and
Warsaw (even if the rejection of easel
painting was not as rigorous in

the West as it was in Moscow). The
Constructivist cult of technology
furthered an interest in film, photog-
raphy, abstract animation, photomon-
tages, and photograms, all seen

as components of a new common
language.

As traditional artistic boundaries dis-
solved, an unprecedented type of mul-
tidisciplinary agent arose. Figures
such as van Doesburg and Lissitzky,

Karel Teige, Lajos Kassak, Ljubomir
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Micié, Laszl6 Moholy-Nagy, and
Wtadystaw Strzeminski could be at

i
_____

once writers, poets, painters, sculp-
tors, photographers, authors of
essays, manifestos, and programs,
exhibition organizers, editors,
publishers, even architects. As editors
of periodicals or representative
volumes of contemporary art such
as Kunstismen [The Isms of Art] by
Lissitzky and Hans Arp, or Buch neuer
Kiinstler [Book of New Artists] by
Kassak and Moholy-Nagy, they pro-

moted trends and individuals that

- NEUER KUNSTLER

%&1

they judged important, thus initiat-

ing the canonization of the interna-

| tional avant-garde.
‘ﬂ' ¢ L] L] L
By the mid-1920s international avant-

garde exhibitions were being mounted,
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albeit sporadically, in cosmopolitan
centers throughout Central Europe.,
M. H. Maxy, Marcel Janco, and the
Contimporanul group in Bucharest
organized an exhibition in 1924

that included artists from Poland
(Mieﬁzlaw Sczcuka and Teresa
Zarnower), Germany (Kurt Schwitters)
Czechoslovakia (Teige), Hungary
(Kassak), and Sweden (the abstract
films of Viking Eggeling). Their peri-
odicals Contimporanul and the subse-
quent 75 HP, Integral, and Unu show how
revolutionary international trends
were for Romanian art and architec-
ture, hitherto regarded there as
“foreign” tendencies.” Ljubomir

Mici¢ and the Zenit group mounted an



international exhibition in Belgrade
in 1924 including recent works by
Moholy-Nagy and Lissitzky. Mici¢ used
his periodical (which also had fea-
tured International Constructivism)
to promote the Balkan spirit repre-
sented by the “Barbarogenius” against

Western European norms.*

THE TWILIGHT OF IDEOLOGIES

By 1929 international activity with all
its diversity had begun to wane, just
as the production of the avant-garde
was finding its museological destina-
tion in the Polish “a.r.” group’s found-
ing of the International Collection

of Modern Art that would be housed
in the municipal museum in £6dz.

A potential demise of the avant-garde,
at least in its international dimension,
had already been evident in Erné
Kallai's 1925 essay “The Twilight of
Ideologies.”* Indeed, as Karel Teige
suggested in his “Poetism” manifesto
a year earlier, “there is no —ism, only
‘new art’ that often harbors illusions
as old as the world itself and calls
them universal truths.”* While Teige
remained optimistic that “Poetism...
at the time of the twilight of all
idols...has appropriated lyrical value
as its very own and true golden
treasure,”” the metaphysical basis

for ideologically driven movements
was being eroded by a new emphasis
on practicality, a fragmentation

of artists’ groups, and the exploding

M. H. Maxy, cover design for Integral no. 1 [1925]

growth of mass culture. As Teige
proclaimed a few years later,
these were “the last glimmers of
the isms."*

As early as 1920 the utopian fantasies
of Expressionism had been denounced
in favor of actual practice by one of
the former fantasists par excellence,
Bruno Taut: “I no longer want to draw
Utopias ‘in principio, but absolutely
palpable Utopias that ‘stand with
both feet on the ground.” Similar
issues divided members of the Polish
Praesens group, whose architects
sought realistic solutions. Former
Polish Formist Stanistaw Ignacy
Witkiewicz's “Portrait Firm, ironi-

cally presented as a purely business






enterprise,’ used sarcastic self-
reflection to convey a rejection of
metaphysics. Pragmatism was not
embraced universally, but was ubiqui-
tous as an issue. Constructivism—
and especially its Productivist
proclivities—was roundly critiqued
in Teige's Poetism, which favored

a more playful celebration of life.*
However, the growing fissures between
pragmatism and metaphysics, politics
and aesthetics, one-time ideals and
newfound utilitarianism, were no
longer easily accommodated by move-
ments Or groups.

As the 1930s dawned, Surrealism, with
its focus on the unconscious, attracted
artists from all over Europe. The
Romanian periodical Unu was an
important Surrealist venue, and Czech
Devétsil members Styrsky and Toyen,
after living in Paris in the late 1920s,
founded a Surrealist group in Prague
with Vitéslav Nezval in the early
1930s. By this time the avant-garde
was everywhere plagued with fac-
tional splits. The Polish group Blok
had broken up in 1926; Bortnyik

and Kassdk had left the Vienna Ma
group and returned to Budapest the
same year. In Bucharest a debate

took place between traditionalists

and a younger generation asserting
complete independence. Devétsil,
already having splintered into fac-
tions over ideological differences,

dissolved in 1931 with the last issue
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El Lissitzky, cover design for Zenit no. 17-18 (1922)
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Ljubomir Mici¢ in front of the poster for the First International Zenit
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of ReD. It was in this year that van
Doesburg died, one of the principle
unifiers of the international avant-
garde.

The new common language through-
out the culture at large and within
the remnants of the avant-garde was
that of mass media, with what Kallai
called its “mass sensibility.”* Many
within the avant-garde—among them
Karel Teige and Moholy-Nagy—
embraced the expressive means of
photography, film, sound recording,
and radio. An international debate
over the relationship of film and pho-
tography to art (especially painting)
took place in the pages of the Dutch
periodical i10, with the discussion
framed by Moholy-Nagy. The issues
were broadened beyond the avant-
garde into the realms of journalism
and advertising in the 1929 Dusseldorf
Film und Foto exhibition, in which
Moholy-Nagy also played a shaping
role.

Kallai addressed the threat of kitsch
posed by utilitarianism, the cult of
the machine, and mass production
just when many artists, including
Bortnyik and Kassdk in Budapest,
Schwitters in Hanover, and Bayer at
the Bauhaus were becoming involved
with advertising.* Kallai was also
among those who recoiled at the
alliance forged between “the advertis-
ing and organizational practices

of modern mass psychology” and the



Lajos Kassak, Noise [1920], collage and ink on paper, 5%a x 4% in.
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Lajos Kassak, "Picture Poem,” Ma vol. B, no. 1 (1922

BOLJATOK

RO HOGY /

EPITHESSETEK ES I
HOGY

GYOZHESSETEK




Third Reich,** an alliance that
brought the heroic era of European

modernism to a definitive close.

An anthology of this sort can never
convey the full experience of a text’s
original visual impact or its tactile
existence, the physical medium in
which it appears, whether a cheaply
printed broadside or a luxuriously
appointed volume. Yet perhaps in

no other era were artists more sensi-
tive to the expressive potential of
such details as layout and design,
illustrations, and even the paper
used. Among the authors we consider,

El Lissitzky, Lajos Kassak, Lasz16

Moholy-Nagy, and Karel Teige were
most responsible for a complete

‘ Lajos Kassak, cover design for Ma vol. 6, no. 5 (1921)
transformation of the page, one that
would be widely influential through-
out the entire century. Lissitzky

brought his “proun” principles to

bear on periodicals ranging from

his own Veshch/Gegenstand/Objet to AKTIVISTA MOVESZETI ES TARSADALMI FOLYOIRAT
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in the late teens, Lajos Kassak had
been inspired by Futurist Filippo

Marinetti's pamle in libertd in his early
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Bruitist collages and poetry. In con-
trast to the gesturally rendered
masthead and Expressionist graphics

of the early Ma issues, his “picture-

architecture” and picture poems

HORTANYIE SANDOR: LINGLEUM-METLZIRT

embody Constructivist principles

(s
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in language and would eventually
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Karel Teige, cover design for ReD, vol. 1, no. 2 [1927]
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appear on new cover designs in a pro-
grammatic context, as exemplified in
the Vienna-era Ma covers and in the
Buch neuer Kiinstler. Teige, whose early
work included picture poetry, incorpo-
rated photography, a Constructivist
grid of bold bars and colors, and mod-
ular letters of the type used in indus-
trial stencils to create an imposing
image of Lenin for the cover of his
periodical, ReD. Moholy-Nagy imag-
ined the page cinematically in his film
score “Film Sketch: Dynamics of a
Metropolis” in Ma.”® M. H. Maxy con-
ceived standardized forms that might
be used to “construct” letters in his
cover for Integral.

Text became increasingly responsive
to the surrounding context of mass
culture and industrialized production.
Just as Henryk Berlewi hoped that _
exhibiting his Mechano-faktura works
in a Warsaw Austro-Daimler show-
room would allow them to be under-
stood as standardized patterns
suitable to the age of the machine,*
his colleagues in the Blok group used
illustrations of industrial products,
large-scale newspaper format, and
standardized letters in bold layouts to
convey their faith that “production
technology” could produce “utilitar-
ian objects” that reveal a “universal
type of beauty.”* The use of mass
media technologies and the broadside
format could also enact a subversive

critique of the ﬁurrmmding culture,
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1

The title of Jacques Rupnik’s
The Other Europe [London:
Weidenfeld and Nicholson,
1988) was a phrase often
used around 1989-90.

The first such exhibition was
Avantgarde Osteuropa (Berlin:
Kunstverein Berlin in West
Berlin, 1967).

Ryszard Stanislawski, et. al.,
Constructivism in Poland
1923-1936: BLOK, Praesens,
a.r. [(Lodz: Muzeum Sztuki,
1973). The exhibition was
also seen in Otterlo and
Cambridge. Cf. Hilary Gresty
and Jeremy Lewison, eds.
Constructivism in Poland, 1923
to 1936. Kettle's Yard Gallery
in association with Muzeum
Sztuki, £odz [Cambridge: The
Gallery, 1984). It included
texts by Henryk Berlew,
Katarzyna Kobro, Tadeusz
Peiper, Henryk Stazewski,
Wtadystaw Strzeminski,
Mieczystaw Szczuka, and
Teresa Zarnower.

Tendenzen der Zwanziger
Jahre [Berlin: Reimer, 1977).
It included a few German
translations of documents
related to Polish, Hungarian,
and German Constructivism.
In 1979 a large volume,
LActivisme Hongrois by
Charles Dautrey and Jean-
Claude Guerlain (Montrouge:
Goutal-Darly] included
French translations of docu-
ments by Sandor Bortnyik,
Lajos Kassak, and Gyorgy
Lukacs, among others.

The Hungarian Avant-Garde:
The Eight and the Activists
[Hungarian Institute for
Cultural Relations and
Hayward Gallery, February
27 to April 7, 1980) included
half a dozen documents

by Lukacs, Fulep, Kassak,
and Kallai,

Czech Cubism: Architecture,
Furniture, and Decorative
Arts 1910-1925, seen in 1992
at the Canadian Centre for

10

Architecture [CCA) in
Montreal and the Cooper-
Hewitt in New York after
its initial presentation at
the Vitra Design Museumn
in Weil am Rhein in 1991,
included a handful of short
texts related to architecture
by Pavel Janak.

Wille zur Form:
Ungegenstandliche Kunst
1910-1938 in Osterreich,
Polen, Tschechoslowakei und
Ungarn [Vienna: Hochschule
fur Angewandte Kunst,
1993), provided a few key
documents by Kobro,
Strzeminski, Teige, Kassak,
and Suschny in German.
Wechselwirkungen:
ungarische Avantgarde in
der Weimarer Republik
(Marburg: Jonas Verlag,
1986). This elucidation of
Hungarian-German artistic
exchange includes nearly
150 documents translated
into German—including
examples of texts from the
Bauhaus and the Berlin
Sturm Gallery.

Jiri Svestka and Tomas
Vicek in 1909-1925 Kubismus
in Prag: Malerei, Skulptur,
Kunstgewerbe, Architektur
|Disseldorf: Kunstverein
fur die Rheinlande und
Westfalen, 1991] included a
large selection of German
translations of important
texts from the lLittle maga-
zines of the day by the
leading Czech painters and
architects [Capek, Filla,
Gutfreund, Hofman, Janak,
Kubista, Spala, and Zrzavy)
as well as a small selection
of the correspondence
between art historian
Vincenc Kramar and both
Paris dealer Daniel-Henry
Kahnweiler and German
Expressionist Ernst Ludwig
Kirchner.

Ryszard Stanislawski and
Christoph Brockhaus,

11

Europa, Europa: das
Jahrhundert der Avantgarde
in Mittel- und Osteuropa
[Bonn: Bundesmuseum,
1994), including a volume

of documents selected

by Hubertus Gassner, which
is the most comprehensive
selection hitherto published
and includes German trans-
lations of 335 key texts [some
excerpted) ranging from
Symbolism and Synesthesia,
to post-World War |l devel-
opments in performance,
conceptual, and media arts.
Stephan Bann, The Tradition
of Constructivism [New York:
Viking, 1974) included texts
by Laszlo Moholy-Nagy, Ivan
Puni, and from the Polish
periodical Blok and the Czech
Disk,

Moholy-Nagy 1s among the
few artists who have had
much of their work trans-
lated into English: Richard
Kostelanetz, Moholy-Nagy
[New York: Praeger,

1970], Krisztina Passuth,
Moholy-Nagy [London:
Thames and Hudson, 198§),
and the translation of

the 1925 Bauhaus book
Malerei, Fotografie, Film:
Laszlo Mcholy-Nagy,
Painting, Photography, Film
[Cambridge: MIT Press,
1969).

English translations have
appeared for Wtadystaw
Strzeminski’'s 1928 Unism in
Painting (Lodz: Muzeum
Sztuki, 1994); for Teige [Erich
Dluhosch and Rostislay
svacha, eds., Karel Teige:
L'Enfant Terrible of the

Lzech Modermist Avant-Garde
[Cambridge: MIT Press,
1999] includes four texts

by Teige; see also Teige,
Maodern Architecture in
Czechoslovakia and Other
Writings [Los Angeles: Getty
Research Institute, 2000]):
and for El Lissitzky's 1930



12

13
14

13

Russia: An Architecture

for World Revolution [trans.
Eric Dluhosch [Cambridge:
MIT Press, 1970]). For

some Romanian texts in
English, see Plural, no. 3,
1999.

Some Romanian and
Hungarian avant-garde texts
have appeared in German:
Eva Behring, ed., Texte der
Rumdnischen Avantgarde:
1907-1947 [Leipzig: Verlag
Phillip Reclam, 1988]; Lajos
Kassak, Lasst uns leben in
unserer Zeit: Gedichte, Bilder
und Schriften zur Kunst,

ed. Jozsef Vadas [Budapest:
Corvina, 1989), and Ernst
Kallai, Schriften in deutscher
Sprache: 1920-1925
(Budapest: Argumentum,
19991

French translations appear
in Krisztina Passuth, Les
Avant-Gardes de ['Europe
Centrale |Paris: Flammarion,
1988).

Danilo Kis, "Variations on the
Theme of Central Europe,”
Cross Currents 6 (1987], 1-14.
Jacques Rupnik, ibid., 3-23.
New York Review of Books,
Sept. 29, 1988. This question
was broached for the visual
arts in Andrze] Turowski's
book Existe-t-il un art de
[‘Europe de 'est? [Does East
European Art Exist?] [Paris:
Editions de la Villette, 1986/;
and in Eva Forgacs's article
“Is There an East European
Art?" in Budapest Review of
Books, Summer/Fall 1999.
Friedrich Naumann,
Mitteleuropa. [Berlin: G.
Reimer, 1915). Cf. Helmut
Rumpf, "Mitteleuropa:

Zur Geshichte und Deutung
eines politischen Begriffs,”
in Historische Zeitschrift 165
[1942].

16 Antal Czettler, "Nemet tervek

65 elképzelések Kozep-
Euréparol a 20. szazad elso
felében” [German Plans and

17

18

19
20

21

22

Concepts of Central Europe
in the First Half of the
Twentieth Century], in Ban
D. Andras, ed.: A hid tulso
oldalan. Tanulmanyok Kelet-
Kozep Europaral [On the
Other Side of the Bridge.
Essays on East-Central
Europe] (Budapest: Osiris,
2000}, 57-58.

Claudio Magris, Danube,
trans. Patrick Creagh

[New York: Farrar, Straus,
Giroux, 1999}, 32.

John Lukacs, "Az Eurdpa-
fogalom kialakulasa és
fejlédése. Magyarorszag
helye Europaban” [The
Creation and Development
of the Concept of Europe.
Hungary's Place in Europel,
in Andras, op. cit., 36.

Ibid., 37.

For example, see the dis-
cussion of ambiguous
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chapter 1




NATIONAL TRADITIONS

Eva Forgacs

The territory that is identified, with
more or less uncertainty, as Central
Europe today—with the reservation,
by many authors, that Central Europe
is more a kingdom of spirit than a
geographic entity—figured on the
map at the turn of the nineteenth and
twentieth centuries as the Austro-
Hungarian Empire. The country we
know as Poland today did not exist

on that map: its present territory

was divided between the Austro-
Hungarian Empire, Prussia, and
Russia.

Suppressed by huge empires, the
nations of Central Europe lived as
nations in their cultures only.
National culture, national tradition,
and national character created

the backbone of national existence.
Painting and sculpture had created
the images of the mythical past

and commemorated the great events
of the history of the respective
nations throughout the nineteenth
century.

The Central European artist was laden
with heavy burdens unfamiliar to the
Western artist. He had to represent
his oppressed nation’s cause in a polit-
ical situation where the mere use of
the national language or a national
idiom in art was a bold gesture signal-
ing the re-claiming of nationhood.
The artist was seen as a beacon in the
fight for the cause of the nation. He

had to be—and some of them literally

became—a freedom fighter, ready to 47
sacrifice himself for the independence
of the nation, its language and its
culture.

The modern Central European nation-
states arose only in 1918, but a sense of
national-cultural renewal swept over
this part of the continent around the
turn of the century. Although indus-
trialization was significantly slower
here than in Western Europe—and
the societies of the region still fea-
tured the feudal privileges of the aris-
tocracy, which was slow to accept
modernization—the idea of progress
emerged and gained momentum in
the growing cities: Vienna, Budapest,
Prague, Brno, Warsaw, Cracow, Zagreb,
Ljubljana, and others.

The cultivation of the national char-
acter based on tradition and the dis-
tinctive values of the national culture
was a positive goal. Cultural national-
ism, at this time, lacked aggression
and hostility towards other nations.
It had an anti-imperial stance, but
without the intention of immediately
changing the historical-political
status quo. Although culture in
Central Europe has traditionally been
the medium of history and politics,
around 1900 the issue of national art
was addressed throughout Central
Europe as a great newfound potential
for cultural, and, through this,
national renewal without revolu-

tionary ambitions.
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Ruminations on national culture,
even if politically loaded, were philo-
sophical rather than politically dis-
ruptive. (See the contemplative mood
of Jirdnek’s “The Czechness of Our
Art,” Witkiewicz's essay on Matejko,
or Fiilep's theoretical approach.)

The possibility—or impossibility —
of national style, its implications,
meaning, and ramifications were
addressed both emotionally and
theoretically. The rediscovery of
national heritage had a collectivizing
power. It was exploited to energize
the respective nations’ identity by
generating solidarity, a sense of
responsibility, and the vision of

a common future.

Endeavors to create a national art
were, paradoxically, the first step
towards the creation of international-
ism, because these early movements
sought to confirm national pride and
consciousness in order to elevate the
nation as a full-fledged member of
Europe and integrate the national cul-
ture into the European cultural her-
itage. The creation and cultivation of
authentic national culture was seen
as the token of cultural emancipation
as well as national progress.

Shortly betore the turn of the century,
when the long-waited, all-encompass-
ing international style finally sur-
faced as Art Nouveau, or Jugendstil, or
Sezession, the issue of style was double-
edged. Adopting Art Nouveau ensured
modernity, thus international integra-
tion, which was a welcome move; but
it discarded national identity. Thus
local variants of Art Nouveau were
created, where the novelty of the style
and the national particulars of the
contents—such as symbolist elabora-

tion of mythir:al or historical motifs—

created new meaning. It was pre-
cisely this union of stylistic progress
and local tradition that opened up
the possibility of creating what was
hoped would become modernist
national art. The artists of Central
Europe, still living under the domi-
nance of one or another of the great
empires, had to see renewal in terms
of the dialectics of the cultures of
the empires and those of their own
national traditions. The stylization,
symbolism, and deliberate vagueness
of art nouveau harbored and curbed
the possible harshness of nationalist
gestures. This was the first time in
the history of the cultures of Central
Europe since the Enlightenment that
the concept of progress and the con-
cept of tradition had to be rendered
compatible.

The intensity of the internationalist
movements that would come later in
the 1920s was thus rooted in the long
tradition of the dreams about national
art and national culture all over
Central Europe. Transcending nation-
hood yet not losing it in order to join
the common European tradition had
always underpinned the national cul-

tural renewal movements.



GERMANY Eva Forgacs

Art was considered an instrument
for teaching nationhood to the people,
a way of great ideals and a tri-
umphant confirmation of national
values by no less an authority than
Emperor William II. As he stated

in a famous speech he gave in Berlin
in 19o1: “We Germans have perma-
nently acquired these great ideals,
while other peoples have more or less
lost them. Only the Germans remain
and are above all others called upon
to guard these great ideals.” The
emperor’s voice was, however, but
one among many that discussed

the national vocation of art and the
particular Germanness of its values.
A firm official concept reigned in
Wilhelmine Germany about what was
encouraged and what was prohibited
in art. Emerging styles, most of all
Expressionism—even if the term was
not yet coined—directly clashed with
these principles and the bourgeois
patronage structure.

The Berlin Secession, founded in
1898, had already carried on a success-
ful fight for the then new style of
Impressionism and managed to graft
the idiom originating in France

onto the Berlin art scene. This inter-
national orientation made many
enemies, too, particularly because

of the great market success of the
foreign Impressionist artists—even
if many Germans shared in this

SUCCesS.

In the highly politicized German cul-
tural discourse, the 1906 program of
the Die Briicke group, which appealed
to the young who “want to be free (...)
from the long-established old powers,”
reverberated as the bold rejection

of the canonized national values.
Conservatives and unsuccessful
German artists, such as Carl Vinnen,
could not forgive the welcoming of
not only French artists and their
influence, but also the work of primi-
tive cultures. By the time Wassily
Kandinsky's and Franz Marc's Der Blaue
Reiter almanac was published in 1912,
their embrace of international diver-
sity signaled that a stronghold of new
values had been established. Their
attitudes overtly conflicted with the
emperor’s views: “...the principle of
internationalism is the only one possi-
ble.... An individual nation is only
one of the creators of the whole; alone
one can never be seen as the whole.
Like the personal, the national is auto-

matically reflected in each great work.”

=
=~
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QUOUSQUE TANDEM FROM A PROTEST OF GERMAN ARTISTS Carl Vinnen
Originally published as “Quousque Tandem,” in Ein Protest deutscher Kinstler [Jena,

Germany: 1911

In light of the great invasion of French art that has been in progress in so-called pro-
gressive German art circles over the past few years, it seems to me that necessity
bids German painters raise a warning voice, and not be daunted by the reproach that
only envy motivates them.

For to be an artist also carries an obligation!

As the entire movement of the last quarter century had its beginning in France, admi-
ration of its great masters—which is certainly justified—has led to certain excesses
among us today that threaten to transform a blessing into its opposite.

In the violent battles for new direction, if one can speak of such a thing, the avant-garde
artist has a faithful ally, namely the modern art-author.

Recognizing, not incorrectly, that Rhineland art has fallen from its former position of
power into obscurity, the “Sonderbund”—an artists’ association there with many
influential benefactors in its own province and beyond —is seeking intimate associa-
tion with the latest Parisian extravagants —Matisse among others—and so is moving
from one extreme to another.

Far be it from me to devalue the way in which our culture has been stimulated through
the high culture of French art, and if | myself recently spent some time in Paris in order
to learn, that should be proof enough of my admiration.

But speculation has become a factor in the matter. German and French art dealers have
shaken hands, under the pretext of promoting artistic goals, and Germany is being
flooded with great quantities of French pictures.

This tide of pictures enters the land through the flood-gates of art literature, and the
literature becomes reinfatuated with it; the infatuation in the press in turn helps the
dealers to unload the pictures on German collectors at exorbitant prices. By way of
iLllustrating how much these values increase, one might consider the Lady in a Green-
Black Dress by Monet, which netted the artist 700 francs and cost the Bremen Museom
50,000 marks.

Yet at the time, | myself supported Director Pauli, who has done so much for the
development of artistic life in Bremen and for the formation of our gallery, when he
suggested its purchase; and | would support him again, considering the high artistic
value of the painting. There are exceptional cases, finally, in which money can be

no object.

No real artists would want to quibble where real masterpieces—the achievements

of a great man, of whatever nationality—are concerned. But when we see how

even the casual studies by van Gogh, even those in which an artist misses all three
dimensions—draughtsmanship, color and mood —draw 30 to 40 thou-sand marks
with no questions asked, how not enough old dregs from the studios of Monet,

Sisley, Pissaro, etc., can be put on the German market to satisfy the demand, one
must say that in general the prices of French pictures have been driven up to such

an extent—of course France itself does not pay these prices—that we seem to be
faced with an inflated esteem in which the German people should not cooperate
indefinitely.

It's doubtful whether these prices, which today are driven to dizzying heights by means
of market manipulation, will ever even approach stabilization.



One must distinguish between the ephemeral, that is, the art historical value of these

pictures as evolutionary factors, and their permanent value, which they will also have
for the sensibility of times to come,....

More important is the other question:

What constitutes the great danger of introducing foreign art, when speculation takes hold
of it?

Well, mostly in the overestimation of foreign nature so that our own, original charac-
ter doesn't measure up.

Accomplishments since Monet are, to put it briefly, dedicated to the surface of things.

The art of a Cézanne, a van Gogh, was too characteristic of its creator, with too little
attention to structure to found a school and to make way for successors.

A rush, a hunt begins, everybody wants to be modern, everybody searches...for his
individuality in imitation.

Because let it be said again and again, a people is only driven to great heights by artists
of its own flesh and blood.

There should be no doubt that we have completely lost the world market for art, which
we formerly dominated. The reasons our modern painting was so inadequately repre-
sented in the last great World-exhibitions are certainly sufficiently well known. This
lowered us into an art of second rank in the eyes of the world, especially the Americans.
Now the great international stream of foreigners that flows through Germany every
year sees how the often truly mediocre French pictures are enthusiastically praised,
hung in the places of honor in our galleries and the windows of art dealers, how our
illustrated art magazines are full of them, our youth zealously and diligently imitate
them.

How can we expect the foreigners to hold us in higher esteem than we do ourselves!

And yet now would be the time to win a place in the sun for our art, ideally and
materially, as we have been able to do for our crafts with such conspicuous

SUCCess.

Even if every true artist, everything great and beautiful of whatever heritage, should
enjoy a right to hospitality at the German hearth, a great cultural people, a people
possessed of such powerful aspirations as is our own, can not forever tolerate a for-
eign presence that claims spiritual authority.

And as this is being foisted upon us by a large, well-financed international organization,
an earnest admonition is in order: to proceed no further in this way, and to be clear
about what we are in a position to lose, namely nothing less than our own essence and
our inherited native capacity.

Our art history tells us that this would not be the first time a great tradition had been
lost for a long time, and it also tells us the consequences—

So we must struggle in the best of faith, not in reactionary ways, not in sentimental
ones, but in the spirit of the best that our art has achieved.

Translation from Rose-Carol Washton Long, German Expressionism
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THE HISTORICAL DEVELOPMENT OF MODERN ART FROM THE STRUGGLE
FOR ART: THE ANSWER TO "THE PROTEST OF GERMAN ARTISTS”™

Wilhelm Worringer

Originally published as “Entwicklungsgeschichtliches zur modernsten Kunst,” in

Im Kampf um die Kunst: Die Antwort auf den “Protest deutscher Kiinstler” [Munich: 1911)
and in Der Sturm vol. 2, no. 75 [August, 1911

Vinnen's brochure is entirely understandable to me, psychologically, and | don’t
hesitate to regard it as a symptomatic phenomenon. | even welcome it as a timely
call for an honest discussion of principles. The crisis in which we find our concep-
tions and our expectations of art cannot be kept quiet: it must lead to open and
decisive discussions.

With these points in mind | must regret, however, that Vinnen’s promotional piece fails
to treat the basic questions seriously, only touching on them fleetingly here and there
and using space instead for popular turns of phrase and emotional pronouncements
that cannot be substantiated. Thus the main argument with which the attacking fac-
tion wishes to engage the public is not the sort of refutation of new artistic principles
that could be discussed impartially, but an irresponsible denunciation of the person-
alities on the other side, transposed into every possible key.... For it is not right to
cultivate, in a general public made gullible through innate inertia and an instinct for
self-preservation, the gratifying conviction that the movement under attack consists
of a senseless game among impotent, sensation-hungry artists, undiscriminating art
writers swayed by every whim of fashion, and cunning art dealers who, suppressing
their laughter, reap profits from this comedy.

For besides such irresponsible hangers-on there stand artists who search in earnest,
who for all their sober self-awareness remain perfectly modest; there stand serious
theoreticians who preserve, despite their productive partisanship, a historical con-
sciousness and with it, a critical discretion; there stand finally art dealers who, although
they of course have business matters to consider, still foster, with inner conviction
and understanding, a movement in which one’s profits are at far greater risk than they
would be in marketing some simple, recognized commercial product.

If | understand Vinnen correctly, he wants German art, in finding a new artistic form,
to guard against the influence not of the great classic Impressionists such as Manet,
Monet, and Renoir, but of the so-called young Parisians, who follow Cézanne, van Gogh,
and Matisse in searching for a new kind of artistic formulation.

... Where an unprepared and backward public sees and can only see the products of
willful self-indulgence and idiotic sensationalism, we sense historical necessity. We
see above all a unity in the movement that has something fundamental about it, before
which everything that seems to be self-indulgent disappears. Yes, | think | make no
mistake in seeing the deepest roots of this new artistic drive precisely in the desire to
conquer willful self-indulgence and personal limitations. This unmistakable striving
for impartiality, for a compelling simplification of form, an elemental openmindedness
about artistic representation, is bound up in the basic character of the new art, which
some believe can be trivialized as primitive or childish comedy played before the adults
of Europe.

But the only ones to be affected in this way will be those who have not yet come to
understand primitive art and who see in it only a lack of skill over which one chuckles
with the superiority of grown-ups. Today the cultural arrogance of Europeans is erod-
ing, however, yielding to insights into the fundamental grandeur of primitive life and



Its artistic expression. The same need that makes us want to understand the new
Parisian Synthetists and Expressionists has also developed in us a new eye for primi-
tive art. How transparently clear it seems today that the stylistic character of primitive
art is not determined by any lack of skill, but by a different conception of artistic pur-
pose, a purpose that rests on a great, elementary foundation of a sort that we, with
our well-buffered contemporary approach to life, can hardly conceive. We only vaguely
sense that the grotesque distortion and compelling simplification of this primitive

art (compelling, however, only for those who can distinguish between a compulsion
for form and a compulsion for illusionary effect) emanates from a higher level of
tension in the will to artistic expression, and we learn to recognize that the difference
between our artistic achievement and the primitive is not one of degree, but of kind.

A difference in kind that consists in reckoning art’s achievements not in today's terms,
namely in the release of a certain fine quality of feeling-sensual or spiritual, but in
the release of a fundamental sense of the inevitable. An affirmation of the ambiguity
of phenomena: in this lay the meaning, in this lay the essence, the mystique of this
art....

Of course today we can't artificially force ourselves back to the level of primitive peo-
ple, but the subliminal urgency we feel today is finally not only a reaction against
Impressionism, but also against the whole previous development in which we have
been involved since the European Renaissance, whose starting point and direction

is embraced in Burckhardt's concise statement about the discovery of the individual.
The vast wealth of factual learning of the past epoch has left us poor, and out of this
sense of impoverishment we are today demanding consciously from art approximately
that which primitive people naively demanded. We want art to affect us again, to affect
us more powerfully than does that higher, cultivated illusionism that has been the
destiny of our art since the Renaissance. In order to achieve this, we are trying to free
ourselves from that rationalization of sight which seems to educated Europeans to be
natural sight, and against which one may not transgress without being cast as a com-
plete fool. In order to achieve this, we force ourselves to that primitive way of seeing,
undisturbed by any knowledge or experience, which is the simple secret of the mystical
effect of primitive art. We want to push external symbolism, hailed as a national trait
of German art in particular, back into the innermost center of the artwork, in order that
it might flow out from there of its own natu ral energy, free of every dualism of form
and content. In short, the primitive art of seeing, to which we force ourselves, is only
a means of approaching the elemental possible effects of art....

Such a return to earlier, elemental stages of development, such a generating of creative
force from the concentrated reserves of power of the past, is not new to one who thinks
in historical terms. To him it is only the repetition of a historical pattern so regular

it sceems almost to follow some natural law. Only the length of the pendulum’s swing
changes. And it is only the best sign of the power and passion of our time that the
pendulum has swung as far as it has, and that it is now going back to basic and most
essential things, things from which we have been separated by the pride of our
European classical inhibition and the myopia of the European adult attitude. One goes
back to the elemental stages of development because one hopes to again come closer
to nature by doing so. And the unnaturalness that has been so ridiculed and disdained
in recent painting is finally nothing other than the result of such a return to nature,
although to a nature not yet filtered through the rationalizing optics of a European
education, and from whose chaste purity and symbolic affective power the average
European can know nothing.

__.In the final analysis it is in the interests of future generations that we concern our-
selves with the present. For this modern primitiveness is not supposed to be the last
word. The pendulum does not rest in its extreme position. This primitivism should
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rather be understood as a long, deep breath, before the new and decisive word to the
future will be pronounced....Surrounded with such broad vistas, let us in any case
retreat from the narrow sphere in which Herr Vinnen fights over French and German
art, and tries to persuade us with financial statistics.

Apropos of which, just two words in regard to the national aspect of the question. He
who really knows about being German, who knows above all the history of German art,
he knows that it is not given to us, with our innate ambiguity and with our inborn,
sensual, instinctive uncertainty, to find the direct route to a form, he knows that we
always take our cue first from outside Germany, that we have always had to give up
and lose ourselves first, in order to find our real selves. That has been the tragedy
and the grandeur of German art from Durer to Marees, and he who would cut our art
from interaction with other art worlds is betraying our real national tradition. Such

a statement of dependency degrades our art only from a very childish and psychologi-
cally immature point of view; to me the characteristic quality of German art history
has always been this theater of engagement and this passionate striving beyond one’s
own narrow bounds. | would not want to be without this tragedy, this ambiguity, for it
has given German art its singular dynamic.

Still one short observation pertaining to the external impetus for the whole discus-
sion: the position our museum directors have taken on the new movement. The prob-
lem from their point of view can be formulated briefly as follows: should they just

buy good pictures, that is, good in terms of average taste, or should they now and then
sacrifice such relative security in the interests of something that is historically signifi-
cant, but that has not yet been sanctioned by the majority’s taste? This question is only
now becoming urgent for our museums because they themselves have just reached

a historical crisis, and must decide which way to go. They were founded as institutions
of courtly luxury: adventurousness and persuasiveness were not part of their nature.
Should they retain this mature, culture-saturated, backward-looking character of lux-
ury, or will they try to suit themselves to the rhythm of the times and make a dead
herbarium into a living one? Should they only register history or should they make
history?

...Whether these experiments lead to a positive result or turn out to be a useless
expenditure of energy, a valuable piece of the actual inner life of our time has animated
them. For this reason they deserve a place in our museums: a place not superior to,
but certainly on a par with, the unproblematical art products that, as mentioned above,
reflect the average character of our epoch and so force much of the finest and best
into silence. Even failed experiments have their essential value and their historical
meaning.

[ranslation from Rose-Carol Washton Long, German Expressionism



CZECH-SPEAKING LANDS Karel Srp

One of the dominant themes of Czech
sculptural criticism at the beginning
of the twentieth century was coming
to terms with the fading legacy of the
nineteenth. The generation of the
18gos included artists such as painters
Antonin Slavitek and Jan Preisler; the
generation forming in opposition to
it, which comprised the group Osma,
was led by Emil Filla and Bohumil
Kubista. Both groups agreed on the
artists they admired: Josef Mdnes
(1820—1871) as a key figure in the gene-
sis of Czech modern art, and Mikolas
Ale¥ (1852—1913) as an authentic talent
fighting lack of public comprehension.
Manes especially became a model,
over whom a merciless battle was
played out among the national and
international supporters of art.
Ménes found inspiration for his work
in French art, and he was also inter-
ested in Moravian folklore and Czech
mythology. The tensions pervading his
work, which on the one hand were
expressed through an attraction to the
solid form, and, on the other, through
an animated imitation of the subject,
served as criteria for judging and
differentiating the nation and the
international—in this case primarily
the French approaches.

If Milo$ Jiranek and KubiSta were
critical of the fact that viewers of a
work of art fixate solely on the sub-
ject—which they ascertain the

moment they determine that the

work has a patriotic content—then
both writers also realized that the
activity at the heart of modern art
was primarily concerned with form.
Kubista valued Ale§ not for his work
with the mythological themes of the
Czech past, but because his murals
were characterized by “pure sculptural
form.” Comparisons with French art,
the development of which had been
set up as a model by Mdnes's follow-
ers—and which had been canonized
in the Czech art world —soon led
Jirdnek and Kubista to note a certain
discontinuity and to conclude that it
was necessary to create a solid base
for the real development of Czech art
as a point of departure. The opposi-
tion between the national and inter-
national discussions was consequently
altered by a fundamental shift: the
expression of national features was

sought not in content, but in form.

Translated by Andrée Collier Zaleska
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THE CZECHNESS OF OUR ART Milos Jiranek
Originally published as “Ceskost nageho uméni,” Radikdlni listy vol. 7, no. 4 [January 4,

1900)

| recently came across an interesting letter from Russia about an exhibition of Austrian
art in St. Petersburg in which, as we know, the Czech lands were represented to some
extent for the first time. Judging from private reports, which are always more frank
than official reviews in major journals, the locals were not particularly impressed with
us. “Well-painted things”, they admit, “but we have seen paintings exactly like that
produced by the French, Dutch, English, etc.” They look for a special Czech character
in our art, and only when it is apparent does their interest turn into admiration and
enthusiasm. Hynais's poster for the Ethnographic Exhibition makes a greater impres-
sion on them than his painting The Trial of Paris, while Nemejc—and above all Uprka,
Slaby, and Trsek—triumph over everyone else with their subjects.

This is an interesting lesson: it is clear that our art can make an impact and attract
interest abroad only when it is distinctively Czech. This means that if we want to con-
quer foreign parts, we must send out not simply art, but Czech art.

Let us ask: have we ever had such art, and do we have it now?

The first question can be answered without hesitation with two the names closest to
our hearts: Ales and Manes. The two have expressed a certain period of our lives and
certain aspects of the Czech spirit in a definitive artistic form.

Ales's work is the most complete, pure, and lovely expression of all that was good
about Czech country life: a world now entirely lost survives in his drawings; his

touch gives back sound to the now mute chords of certain emotions; we are fond

of him in the same way we are fond of our youth, once pure and joyous, but gone
forever.

The Manes brothers carried inside them the soft, lyrical soul of Slavic dreamers
alongside the disappearing charm of rococo and idyllic German art of the forties, to
which they were quite visibly and closely relate. But it is the Czech aspects of their
work that we like best about them, the softness of form and depth of emotion, the
decorative charm and masterly art of drawing, so individual that there is nothing else
quite like It.

Beside[s] them, we had J. Cermak and we had Chittussi—we had Czech artists, but-no
continuous tradition and development.

And what about today? We have art created by Czechs, but it is art without an adjective:
so far, it contains only the beginnings of future Czech art.”

Today we cannot build on the tradition of Manes and Ales; Czech life developed too
quickly, and there is a gap between us that has never been filled. Czech life has lost its
distinctive external characteristics; today we live a European cultural life, and we have
to count with European competition.

And art must express this life and its time. In the future, our distinctiveness will not
be manifested externally in different customs and costumes, it will not be just a differ-
ence of subject—as it is today represented by Uprka, whose work is the most beautiful
and artistic example of a distinctiveness that is disappearing little by little, along with
national costume and type, until it becomes extinct. The difference will be of an inner
nature, a difference of race.

As for technical proficiency, we are capable of standing up to any competition when

it comes to art—thanks mainly to Hynais and Myslbek—and that only makes our duty
and responsibility greater. Today's young generation feels it, and makes the highest
demands on itself—something that goes without saying in art, which justifies only
extreme demands. But they are the same demands as ever, reinstated with a new



rigor: seriousness and honesty, with which an artist has to give his best and deepest,
reaching the bottom of his soul and the depths of his nature—and this is where we
are all Czechs, whether we want it or not. The Czechness of our art will be self-
evident: when we have a number of distinctive characteristics that can be artistically
expressed, it will be what we share as a race that will make an impact and that will
be the Czech quality of our art. And just as the Czech man and woman of tomorrow
will differ dramatically from the man and woman of the past—whose difference will
be measured not by one but by two or three generations, because in the old days,
the generation gap between the “young” and the “old” went deep into the core of
their being and views, and mattered far more—and so the Czech artist of tomorrow
will be different too.

He will use not only external form from the past—for example folk embroidery or
ornaments—but its real substance, the visual sense Czech art inherited from old
women of Slovak Moravia who decorated their porches with amazing instinct; he will
use all the achievements of modern culture to create a strong sense of self and to
apply forces inherent to his race, that beautiful race that survives in full strength
because and as long as it is Slavic.

And that will be achieved only by means of strong progress and hard work, not gov-
erned by programs which we will not be conscious of, because a new generation

of strong, healthy people who will need to work to process their energy, a generation
that has experienced and has in its blood all we have worked towards with a great
deal of effort, courage, independence, eagerness to work—the future Czech
generation.

To herald the future is not to deny the past. On the contrary, we remember it with
fondness and love, as a beautiful but lost idyll that brings grateful smile to our lips.
But we must not tarry at this past, however tempted we might be, because the great
struggle of life and art—the struggle of the twentieth century—is calling us.

Transloted by Alexandra Buchler

il

JOSEF MANES EXHIBITION AT THE TOPIC SALON Bohumil Kubista
Originally published as "Vystava Josefa Manesa v Topicove salonu,” Prehled vol. 9,
no. 25 [(March 17, 1911

In our time, manifestations of national character have been elevated to the foremost
criterion by which a work of art is assessed: yet no one has clearly formulated what

exactly national art might be—what its properties are and what critical methods might

be derived from such a concept. | personally doubt that this path could lead anywhere
at all: the question of national art cannot be satisfactorily answered, any more than
such questions as “"What is Art” and “What is Life?” It is not a critical problem but a
philosophical one, a subject for reflection at the end of an era rather than speculation
at its beginning. In the first case, manifestations of nationality appear to be not a cri-
terion but an inherent quality of works of art that had been tested by a different fire
and more reliable agua regia than the nebulous concept of nationality in art. It is gen-
erally said that Manes is a great artist because he is Czech. This is not so: whether
Manes is a great artist must be apparent from his work. Manes's best work bears
traces of the French interest in form, while those works in which he accentuated the
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Czech national types are the weakest, precisely because he neglected the general
conventions of form.

Manes lived at a time when French culture exercised influence not only on the inner
lives of individuals but on the entire nation; at a time when a wave of French revolu-
tions gradually swept across Europe. In art, this was a time when David’s and Ingres’s
academic classicism reigned supreme and Delacroix’s romanticism was being
replaced by realism. Manes's work reflects all these styles, Fragonard and Watteau
alike. His creative method shows the influence of Ingres’s line and Delacroix’s color.
His significance consists in the fact that as an artist, he digested everything that

was happening in France, all the developments taking place in separate regions and
over several generations. Manes'’s task was to take a young Czech art from Empire
style to realism.

It was a difficult task and Manes can be excused for not always availing himself fully.
His entire work shows signs of haste and appears unfinished and incomplete. He did
not master composition and the linear construction of an image as well as Ingres, nor
did he master color as well as Delacroix. With Manes, line always has an empirical
significance and color is usually material; both elements are used correctly only when
he relied directly on his French models. There is no category of painting Manes did
not work in: he produced religious paintings, portraits, allegories, song illustrations,
landscapes, diplomas and other occasional designs, and that is why he appears to

us to have possessed a universal talent.

The works gathered in Topic's Salon—mostly fragmentary sketches, drawings and a
handful of watercolors and paintings—are displayed without a selective criterion and
purely for a commercial purpose. The best known among them are The Seamstress and
a small picture entitled In the Summer. The composition of The Seamstress is marred
by the obtrusiveness of the symbolic objects (canary, cage, Virgin Mary]; the use of such
a symbolic apparatus to convey certain psychological states is the most usual and
effective tool that would, however, never be employed by a truly creative spirit. In such
a case, it is impossible to speak of composition in a visual sense; it is simply a collec-
tion of objects that may be of interest in real life.

The large painting Laura and Petrarch is an academic work in the true sense of the
word: heavy colors, poor, schematic composition, laborious and barren brushstrokes.
Only the facial expressions possess a true spirituality. Several landscape watercolors
overflow with detail (Slovak Cottage) and with objects of interest per se. Manes's pencil
and ink drawings were done by means of hatching drawn, at the most, in three differ-
ent directions.

Manes’'s drawing talent is most evident in drawings or designs for larger paintings, in
which entire figures and their movements are captured in supple contours. Josef Manes
has been elevated to the top of new Czech painting spontaneously and without critical
analysis. It would be difficult and dangerous to draw any definitive conclusions on the
basis of this fragmentary exhibition and without a detailed historical study. Until there
Is a critic who can properly elucidate Manes’s place not only in Czech art but in the
context of wider developments, the conditions of this specific development will remain
unclear and fair-minded efforts to analyze Manes’'s work will be forsaken in the name
of general support for Czech art.

Transloted by Alexandra Buchler



POLAND Piotr Piotrowski

At the end of the eighteenth century,
Poland lost its political sovereignty.
Divided between three neighboring
powers—Austria, Prussia, and
Russia—the Polish state disappeared
from the map. The Polish nation was
partitioned. Culture became a substi-
tute for sovereignty, preserving the
nation’s historical memory and there-
by reconstructing its identity. Cultural
identification became the most
important task of art and literature.
Poets, writers, and artists functioned
as spiritual leaders with great author-
ity in matters of the Poles’ political
ambitions and moral aspirations. The
names of poet-prophets, above all
that of Adam Mickiewicz (1798-1855),
became symbols of the nation’s
invincibility. It wasn't just the ques-
tion of ethnic identity—for, in the
past, multinational Poland could not
claim one identity—but of cultural
identity, constructed on the basis of
history, at least before the nationalist
movements of the late nineteenth
century.

History was the reference point for all
discourse on national identity. This
produced a specific demand for history
painting, of which the leading artist
was Jan Matejko (1830-1893). His
painting, didactic in its essence, has
become a subject of analysis and
debate among historians. It was also
of interest to art critics, among them

Stanistaw Witkiewicz (1851—-1915), a

leading figure of the time. Originally
a proponent of Realist painting,

he later stood for art expressive of
national identity. In his texts on
Matejko, Witkiewicz associated the

mastery and artistic value of the

paintings with their national tontent.

Stanistaw Wyspiariski (1869—1907),

a painter, poet and dramatist, was

a pupil of Matejko, but his art was
very different from his master’s.
Wyspianski's painting was close to
the decorative Art Nouveau of the
fin-de-siécle and to contemporary
Expressionist movements. He looked
for “Polishness” not so much in
history as in folk culture, in which
he found a kind of Polish national
“spirituality.” By contrast the paint-
ings of Jacek Malczewski (1854—1920)
evoked a national identity based

on the nation's martyrdom in the
nineteenth century—defeated insur-
rections and the struggle for inde-
pendence—and on a mythical and
metaphysical vision of the future as
the ultimate fulfillment and libera-
tion. This repeated the Romantic ide-
ology of Mickiewicz—of national

redemption and salvation.

Translated by Wanda Kemp-Welch
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WYSPIANSKI AS A PAINTER-POET (PERSONAL IMPRESSIONS])

Juliusz Kaden-Bandrowski

Originally published as “Wyspianski jako malarz-poeta (osobiste wrazenial,” Przeglad
Poranny no. 337 (1907)

| remember the day when | stepped into the vestibule of the fine art exhibition in
Sukiennice. For the vestibule housed a retrospective exhibition of the early works of
Wyspianski. These were strange works. Completely different from those assigned to
the Salons. There was Wyspianski in the vestibule of art, pulling in crowds of Cracow
philistines and attracting their attention. Why? Because he was different, revolution-
ary.... Because, he was himself.... Because in a few lines, a few color chiaroscuro,
he produced the spiritual image of his model. The brightness of the coloring and the
lines of the drawing testify to this over and over.... Here and there, the drawing of

the eyes, mouth or nose have caused voices of indignation to be raised...but above
all the indignation of all the philistines was caused by the discords and oppositions

of color: yellow with blue, red with green.... One magical word made an impression:
the pupil of Matejko. The old [Wojciech] Kossak, nearly on his deathbed, was launch-
ing for me a holy crusade against Wyspianski. They can’'t draw, he said. Yes, the
drawing was careless. But in these works there was something shining forth, which
created a general uneasiness.... What did the future have in store? Greatness!...
Novelty!... A revolution in Polish art. A revolution of the spirit, not of form, which the
spirit broke.... Until he found an outlet in the word...the poet...since then he began
to be taken more seriously...as an expressionist...who had no time to assimilate

a conception into the proscribed forms. That is how Matejko thought of him while
Wyspianski was renovating St. Mary's Church.... This is how he liberated himself, this
Titan of art, when he worked in the Franciscan Church in Cracow, his stained glass
windows great not because of their form, but because of the gigantic idea of recreat-
ing the Polish spirit of the Middle Ages.... He was equally original and individualist

in his other works. These, when sometimes seen in Warsaw, were not understood.
Because.... Wyspianski drew his strength and creative power from the spirit of Poland’s
past, buried in the Cathedral of the Wawel Castle and in the hearts of the Polish people
under its Cracovian peasant’s coat of Piast; because he drew them from the spirit of
nature, which distinguished the nation he came from, he, the precious fruit, sincer®e

to the bone, genuine and homogeneous, as an expression of the spirit and power of
the nation—the people—shown in his Wesele [The Wedding], in the peasant log-cabin,
the power enchanted in the motion, as picturesque and as vivid as any of his poetry
and literary works. These works can scarcely be separated from the spiritual ones, so
strongly does the spirit of the creator come through in them and bind them into one
element.... This is Wyspianski, the artist-painter. Warsaw could neither recognize nor
appreciate [his greatness], though she came to love him as the “king of the spirit”,
just as today she mourns him from the bottom of heart and laments his loss—because
many years shall pass before Poland sees another Wyspianski.

Translated by Klara Kemp-Welch



EXCERPTS FROM JAN MATEJKO Stanistaw Witkiewicz
Originally published in Jan Matejko (Cracow: 1908)

The impact of one of the arts stirring the soul, stirs all its senses and creates the
need for sensations which only other arts can provide. From the sounds of music
there emerge images, as from paintings emerge poems, and from poems—powerful
arches and slender spires, since all the arts have as their basis one and the same
human soul, the bottomless sea of its life.

Art as a whole reflects the full spectrum of life and, at the same time, reflects the
essential character of a nation and the era.

The Poland of the nineteenth century was revealed in her art. We cannot exactly
explain why it was poetry that came first, followed almost simultaneously by music,
and later by painting. However, thanks to the powerful range of the human spirit, they
came to crystallize the great spirit of the artists and focused all elements of the
nation’s life.

Though Polish poetry penetrated deep into the human soul, it would not have embod-
ied art were it not for the music of Chopin. Thanks to this music—over and above the
silent pages of Dziady, Krél Duch, Irydion—rises their passionate call expressing the
will to fight, their utter desperation, their sighs of longing, and the silence of their
immense sadness. The whole century of the Polish struggle swirls to the rhythm and
tune of “Polonaise in A" —this music says aloud what is written in silence but what
should be played as the reveille over the whole of Poland, from a peak in the Tatra
mountains. And as if to complete art, to embody the Polish soul, there comes painting.
What had been presaged, imagined, heard, materializes in shapes and colors creating
bright, close, lasting visions, imposing on everyone’s imagination and for ever the
testimony of Poland’s existence.

There was a moment when national awareness seemed to have disappeared from
public life and manifested itself only in art, as previously it had in poetry. All ener-

gy was directed at the problems of everyday human existence, and generations
stricken by defeats came to fear their own name. It seemed to us that we had died
and there was no resurrection. Some were preoccupied with setting themselves up

in life: some could barely remember the names of those in the vanguard who fought
for a better world. It seemed that the Polish problem no longer existed, there were
only local, administrative matters to be resolved by the different governments con-
trolling the former Polish state. In this deep night the Polish spirit was only mani-
fested in art....

If anywhere, the powerful argument for the impact of one’s close environment could
be found in Matejko’s paintings. Born in Cracow, where every brick, every paving stone
tells a story, where the voice of the past seems to call from spires and cloisters, where
tragic and powerful ghosts of times past seem to mix with passing crowds even in the
daytime, where one can find splendid monuments to power and glory, and the most
terrible testimony of bondage, where the most holy national relics can be seen and
touched, where from a threshold of a church or the Castle gates, the human soul Is
taken by a hurricane, chaos, a world of sensations, memories, images, names, events,
pulling it between two polarities—suffering and joy, between boundless hope and
bottomless despair, where what we call tradition is not something faraway but is tan-
gible, present, terrible and joyful, which makes one feel as if someone were squeezing
one’s heart with a strong fist. It could be assumed that what Matejko felt, knew, and
had been stemmed from this strange, impressive environment. He breathed in the
ashes of the great national cemetery; he brushed against the coffins of those who with
their deeds of valor had written the centuries-long history of one of the strangest
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states. The reveille from St. Mary's church and the somber strokes of the “Zygmunt”
bell sang to him. Legend and history, from the Dragon’s Cave to Kosciuszko, held his
soul in their powerful claws from the time when he had began to feel and think.
Matejko seems as necessary a product of the Cracow environment as the mould on
the Castle walls, as the moss growing in the crevices of old roof tiles, or as a plant
that grows only on this soil.

We must remember that out of the tens of thousands of inhabitants of occupied
Cracow, the masses of traders, cobblers, monks, clerks, barbers, writers, coach-
men, painters, and professors only Matejko—without predecessors and without
followers, though under the influence of the environment, a powerful, original

and independent spirit, self-willed—was fanatically driven to produce tremendous
work. Man'’s individuality reacts to the influence of even most powerful environ-

ment in its own way.

On dark nights in old Cracow, when Matejko wandered the curved streets of

gloomy, grey houses with buttresses, on the Market Square over which tower the
silhouettes of St. Mary's spires, he felt and thought differently than a burger return-
ing from a wine bar; when from the dark sky the sharp sound of the reveille cut
through the night silence like the glimmer of a sword. For Matejko it was a call

from a graveyard that stretched to the sea, on top of which stood the Wawel tomb,
whereas for a clerk passing through the Square, its effect was to make him look

at his watch to check if St. Mary's tower clock was not late. At every moment, at

every fragment of a wall, at every relic of the past, Matejko felt and thought differ-
ently from his contemporaries.

Though others could have thought and felt the same, their thoughts scattered without
leaving any trace in their lives, while the thoughts and feelings of Matejko were trans-
formed into paintings, stemming from his own creative force alone. The formidable
environment of Polish history, hung as heavily over Matejko as it did everyone. Matejko
painted The Sermon of Skarga and Rejtan, while others went to their deaths or to
Siberian exile, still others traded, gathered money, ploughed the land or scrambled for
positions, orders, titles.... Matejko might have not painted Skarga and Rejtan, but
whomever he might have chosen to paint would have been a man of similar stature,
distinguished by the same dignity and solemnity. Perhaps they would have been less
tragic figures, yet ones that foresaw as unavoidable a fate of bondage and infamy....
In the force of his expression lies the essence of Matejko’s personality, and this could
not have originated in his environment, but only in himself, the content of his soul
and the power of his art. The essence of his art was his emotion....

The artist must be utterly sincere. What he feels, and what he feels at the moment
when the images emerge in his head, he has to express without reservations, without
digressions, and with unrestrained passion—cynically and naively, as Nietzsche
would have said. All the power of his mind, all the stirrings of his emotions have to
focus in this one thought, in the strong, clear and precise expression of what was
revealed to him in the first moment of the creative urge. Creative activity must neces-
sarily respond to his intentions, and in this alone lies the real and unique ethics of
art. Whatever sublime, or wicked, noble or commonplace ideas, duties or interest
violate this ethic, the effect is always the same—a bad work of art. The artist who
aims for fame, money, or merit, or subordinates his art to the tastes of those who can
satisfy the appetites of his base egoism, or is motivated by a universal good, devotion
to and love of the people, will be an artistic criminal, a poor fool, or a tragically broken
man, whose noble feelings and desire for good cannot prevent him from stumbling.
The artist cannot and should not think of the spectators over his shoulder, whether

angels or the rabble. He has to delight in creative activity, to appear as he is, in all
his nakedness.



The public that drove Matejko was Poland, the beloved Fatherland, understoed in a
noble and powerful way. In order to gain this public, he spoiled his pictures, he did
not paint as he understood "the conditions for the artistic perfection of the picture”.
This was his crime against art, his violation of its ethic, which took revenge on his
work.

Matejko's art was stifled by the idea of the Fatherland, and his mentality was limited
by his simple and naive belief in the religion in common use. "Without religion and
Catholic religion at that, one can do nothing” he wrote in his early youth, and for the
rest of his life, he never passed through a stage of doubt. He saw in religion the abso-
lute and total agreement of dogma and life. This Catholic religiosity was a part of his
philosophy of history, his notion of life, the fall and rebirth of Poland, as formed the
basis for a political program for a certain mentality.

In his thin body there was a powerful spirit, a brave heart, and a will of iron.

His oeuvre is astounding for the effort he had put into it. This small, thin, sickly man
with a big head and caricaturelike face, always worked on his own, with the same
earnestness, concentration, good faith, great solemnity, and an absolute devotion to the
task at hand. His tireless hand did hundreds of paintings, filled with crowds of people
and masses of objects, reproduced not pedantically but with ardor and passion—the
elementary passion of the painter’s temperament. Through archaeological and histor-
ical research he deepened his knowledge of art. He did not approach these studies as
an artist looking for sensations but as a historian and archaeologist studying monu-
ments of the past and old masters, or as a scientist searching for an absolute truth.
And he painted with the same characteristic passion.

Matejko’s art had enormous significance for Polish society in the second half of the
nineteenth century. The greater part of national ideology, and everything that resulted
from the past, found expression in Matejko's work. This work was a direct emanation
of national thought, it was rooted in the past, and lit by all the brilliance of the nation’s
imagination. It depicted the nation enslaved, and the times of its independence, times
which from a distance appeared devoid of mundane, everyday troubles, but were seen
only in their grandest or blackest moments.

But history was not made by Matejko. History existed before him and was the subject
of many other painters, whose names disappeared from people’'s memory even before
they had passed away. Matejko’s strength was different, coming as it did from his own
psychology, from his being a great artist. However great and significant a historical fact
the painter chooses as his subject, the value of the painting is related to the artist’s
talent—the subject cannot raise this value even by the smallest degree. Rather, the
painting’s value depends on the essence of the artist’s soul. The most sublime and
powerful subjects can result in poor and clumsy work, whereas even trivial events can
be raised to the level of great deeds performed by powerful figures. There have been
many historians and many history painters, but there was only one Matejko, and only
he was capable of exerting such an influence on the human soul; he alone had suffi-
cient power of suggestion to make people believe in the truth of his historical visions,
visions that could be relived, not just remembered or discussed, but felt in people’s
nerves, heart and mind.

His art stretched creative force to its limits. One can criticize Matejko extensively and
ruthlessly but there would still be enough left to honor and admire in him. He had, to
the highest degree, all the qualities which characterize great artists and ideological
martys: unconditional service to what he regarded as the truth, losing himself in his
work; a deep and naive seriousness, sincerity and directness; a consistent striving
towards his aims: and a passionate, almost fatalistic, strong-headedness. He could not
have avoided the internal transformation of his soul, but, looking at the enormity of
his work, so uniform and consistent in its essential content, one has the impression
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of a bullet launched with great force, which rose in the air and reached its zenith, only
to fall to earth according to the laws of nature.

He had many of the drawbacks that even mediocre talents avoid, but he had one
absolute talent—he created masterpieces.

Wanda Kemp-Welch

Il

ON THE ARTIST'S CALLING AND THE TASKS OF ART Jacek Malczewski
Originally delivered as "0 powotaniu artystow | zadaniach sztuki,” Vice-chancellor's

lecture [October 15, 1912)

Gentlemen and future Polish artists!

For some time now | have intended to inaugurate the new academic year at the only
Academy of Fine Arts in [former] Poland, with a speech welcoming the new academic
year, new listeners, those who have already been attending and those who will be fin-
ishing their studies. And | fulfil this intention with a sense duty on behalf of myself,
my mission and my present position. My original thought was to invite today the rep-
resentatives of the teaching profession and art historians. But | have dropped this
idea. And | stand alone in before you, surrounded by my present colleagues and by
you, my future colleagues. And it is better that way, for here we are a family, an asso-
ciation, a sect of the initiated.

Every one of us has made a goal for himself to work in the field of art. This common
goal unites us into one family, and the consistent work in the field of art slowly uncovers
for us the mystery of our profession and the sacredness of the feeling of art. These feel-
ings distinguish us from the rest of the society, where the struggle for survival writes
the history of politics, industry, finances and the social problems of nations. These feel-
ings, | repeat, distinguish us, because it is not in the struggle for survival, but with a
lack of concern for worldly possessions that we can strive for ideals in art, art which for
the rest of society is above all a form of entertainment, before becoming, with the pas-
sage of time, history and a very special form of knowledge, as well as one of the great-
est prayers of mankind. This is why we are alone at today’s meeting—alone as every
one of us will be throughout his whole life. There are three ways to perfect the spirit
and make it come closer to the throne of God: the path of prayer, the path of love and
the path of knowledge (that is, the discovery of truth).

On the path of love there lies the route of art. Following this route, we come closer to
the knowledge of the omnipotence of the Creator, we unite more eagerly with His will.
Because we, artists, sing the Magnificat seeing God's creation on earth and in the
Universe.

We worship the Highest Spirit, admiring a cloud, a flower, or the smallest crystal. And
enchanted by the wonders with which He had surrounded us, we timidly demand to be
His equals—in order to better understand and love Him, and so we make so bold as to
reproduce the creations of His hand on the flat plane without dimensions, or in volume
with the fullness of dimension. Thus equipped, though humble, while we work we
secretly sing the hymn of worship, the hymn of love for the Best Father, for so many
wonders, graces and benefits. As of this moment we combine two ways, two routes,
two ladders on which the human spirit rises to perfection and achieves its essential
self: the Path of Prayer with the Path of Love.



And when you, my culleagﬁe. pray, you do not pray so that your neighbor will see you,
or for an earthly or eternal reward; but you pray because you love God, because He

Is your dearest Father and the only one who knows your soul, your Judge and your
Guardian. Therefore, confident in His wisdom, in His unlimited love you sum up the
prayer: Your Will be done.

Thus art which is our prayer, shall not be made either for the world that surrounds
us, or for money which we supposedly need in order to live, or for vanity of the profes-
sion in which we work, or for the admiration of crowds who do not want to listen to the
voice of one crying in the wilderness. We shall practice art out of love, to come closer
to and to unite with the Holy Spirit, God the Eternal Father, in silence, humility and
loneliness.

And as the most sincere, ardent, profound prayer from the bottom of the soul cannot
be repeated or taught because it would be different with every person, and different
each time; so we cannot teach you this prayer, the most sincere, profound, genuine art
as your whole prayer.

We cannot teach you the mastery of prayer (art) which elevates you who are lying in
ashes at the feet of the Almighty Spirit with hearts heavy from the feelings gathered.
We shall not teach the mastery of prayer, we shall not teach the mastery in art! But
we shall attempt to show you the greatness of God—either in the bone structure

of the smallest creature or in the form of a giant dinosaur; we shall teach you to look
at these wonders—light, shadow, chiaroscuro and brilliance that the Creator has
unfolded in the Universe.

We shall teach you to be proud in spirit, and humble in every moment of life. For you
will be alone and solitary if you persist and become artists, that is if you wish to live
with the prayer of art, kneeling down before Divine Love. The present world will leave
you alone and on your knees.

The future world will demand to see you kneeling! But you shall not be lonely,

you shall not be alone. You shall be kneeling in adoration of the highest Love and

you shall see and feel it in the infinite Universe; and singing the Magnificat—you

shall die.

Before that, however, many of you [l would like to believe), carried on the wings of
grace, and having understood the harmony of the whole of nature, endowed with Divine
courage, will manage to create the harmony of the whole from your own feelings, like
the harmony of the Universe—and you shall create masterpieces. Because—you are
the sons of God.

Then you shall know that there are eternal harmonies, which have their beginning

in God and for the whole of mankind as long as he remains chained to the earth are
often opaque. Visible only in moments of grace, recalled by genuine prayers of art,
they shall become immortal and serve as signposts for the whole of humanity. Both

in relation to the smaller circles of the seeming harmonies, squeezed by the material-
ization of society, or its egoistic blindness and in relation to the true light of the
Gospel.

| wanted to say these few words, please remember these few statements. Perhaps my
effective activity in this Academy shall be limited to just this speech. | am already on
the other side of the hill, facing the sunset. | have derived my thoughts from my own
experience, of which | bear the effects on my shoulders, like a relentless burden of

crimes.

Translated by Wanda Kemp-Welch
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WYSPIANSKI’'S STAINED GLASS WINDOWS AT THE WAWEL CATHEDRAL

Wtodzimierz Zutawski
Originally published as "Witraze wawelskie Wyspianskiego,” Maski no. 13 (1918]

....) Wyspianski did not escape the fate, which is the lot of the greatest men.
Misunderstanding standing between him and his own society and misunderstanding
standing in the way of the happiness of his creative life would accompany him, like a
tiresome and aggressive shadow right to his burial place—the Skatke. He, the Spirit
from the rainbow path to the stars, whose whole life was filled with creative toil, the
master of all art bestowing upon his nation royal visions of beauty and greatness,
how many times he might have uttered plaint, when the chorus of dwarfs drowned
the great silence of his prophetic deeds with their earthly clamor. It is the fate of

the greatest men working in the realm of beauty that their works cannot seize and
enchant everyone’s heart. There will always be souls for whom their routine and
dogma is the accepted and recognized beauty, souls lacking creative power, who
always imagine beauty in its existing form, and whose judgment of this beauty, will
not be changed or moved by art revealing new beauty. The imperative to create, with
which Wyspianski, the spirit, came down to the soil of his earthly fatherland, would
have in store for him many a painful disappointment. And truly, one would need to

be superhuman, with the flight and sight of an eagle and Christ-like compassion, to
forget all the wrongs in one’s heart, so become oblivious to the pain and love of life,
for not everyone can be creative. All that is earthly, everything | touch, dies in my
hands—says Konrad in Wyzwolenie [Liberation] and this is the most tragic description
of the collision resulting from the unavoidable clash between the sacred spirit and the
environment of microbes. And this environment, knowing the force of its own mass,
will always be the wrong-doer; having reigned over the world, where from generation
to generation it has become accustomed to crawl according to the rules obliging in a
crowd, it rejects all new values outright, as though they were a challenge and a blow
aimed at its instinct of self-preservation. Wyspianski will be approached by many
narrow minds, by the wanton mediocrity of Poles; they will look at his new work, so
different from anything else today, and not finding in it their own vocabulary and rec-
ognized rules of beauty, they will launch an offensive which will be to the detriment
of the artist and to that of Poland. Speechless was his mouth, he was silent when the
crowd was passing judgment on him, in his home-town full with mediocrities: a hand
and glove group of artists, architects and art historians, all together and with excep-
tional agreement—took to the gravediggers’ trade and buried his most sublime cre-
ative conceptions in eternal darkness and doom. Wyspianski would accuse nobody. His
anger, the anger of a man and genius, both wronged, was like a sudden momentary
pain, which wounds strongly and painfully, but passes quickly. He had too great a
heart to complain of human pettiness, hypocrisy or stupidity. Once and only once, this
pillar of strength shed a tear over his fate: not at the time when his youthful dreams
of restoring the Church of the Holy Cross were turned to dust, but not when his pro-
posal for turning a theatre over to him (he was asking for one year trial period so that
his powerful plays could have a stage life], when the architects of Cracow’s tenement
buildings judged his frescoes (over 100 drawings) to be fitting for a church in Biecz but
not for a building in Cracow, or on the many other occasions when crimes were com-
mitted against this unique man.... Wyspianski who knew and loved Wawel Castle as
no one else in the nation, was right to cry over the most painful wrong done to him

by his compatriots: over the rejection of his project for stained glass windows for the
Cathedral of Wawel Castle. Whilst abroad he had a vision, somewhere in the Gothic
cathedrals of Paris, Chartres or Reims. Moved by their sublime stained glass, there



came to him a dream for the cathedral on the hill, towering over the great river Vistula.
His eyes took in every shape, stone and detail, there was no place where his heart did
not come to rest.... His creative thought flew through the twilight and the spectral
Karsts, to the fervent mediaeval prayer for everlasting time sung by the French stained
glass.... The windows of the Cathedral would not, though, show a crowd of devout
believers, or a circle of angels singing psalms before the Almighty. With a pious sigh
and proud thoughts he would resurrect the heroes of the Fatherland, the fighters for
ideas and glory, immortalized by the nation for their deeds, he would wrest from
death the powers which it had destroyed and return them to life, resurrected. Henry
the Pious, Casimir the Great, and St. Stanistaw—appeared as projects for stained
glass offered to the National Museum. The first was influenced by Matejko’s paintings:
Departure of Henry the Pious from Legnica and The Defeat of Legnica (A History of
Civilization in Poland). In the first painting the heroic king departs for battle with the
foreboding of defeat and in his eyes opened wide in awe—a vision of the martyr’'s
death. The other painting shows the burial service of the King and his knights. A row
of corpses lies in the center of the church filled with the moan of the orphaned people,
frightened by the decree of Providence, defeat and the sight of glowing fires. l.owered
masts of Polish flags lit by candlelight.... The mood of the Wawel Cathedral stained
glass windows is quite different. Here we have laconic drama, the decisive moment

in which the King's feat is finished, in which it achieves its eternal form. In 1869 the
bones of King Casimir the Great were discovered—the event, recounted to Wyspianski
by Matejko and commemorated in his painting, profoundly shook the imagination of
the artist. He wrote a poem about the event and designed the stained glass window.
The silvery cadences of the poem in which he extolled the King's story posthumously,
from the moment of his entombment in the Wawel Cathedral, leaving his glory to the
nation. [....) Wyspianski recreates in his design the moment at which Casimir the
Great, escaping death, appears to the nation at his royal funeral. Wyspianski wanted
to fill the window in the left nave with stained glass representations of St. Stanistaw,
opposite the chapel dedicated to the martyr. The composition is entirely filled by the
coffin with an opening through which we see the saint’s head surrounded by a white
halo. The eternal legends of life and the mystery of the event, shroud the coffin and
the figure of the Bishop. He looks on with terror at King Bolestaw’s action and at the
ages flying past.... The stained glass windows, designed for the upper windows of the
Wawel Cathedral, were to be supplemented by lower panes of glass, below the tracery.
According to Wyspianski’s notes every stained glass window was to bear two composi-
tions: the vision and, below the tracery, the actual historical event. Below the vision

of Henry the Pious, he showed the battle of Legnica, burning with crimson flames and
smoke. In the lower panel of the stained glass window of Casimir the Great, the actual
event depicted is the second funeral of the King, with the red patch of the coffin, masses
of flags spread about in the air amongst the glowing candles, and a trail of burnt
incense. The drama of Bolestaw the Bold, the last scene, fills the lower panels of the
stained glass window of St. Stanistaw. The windows were destined solely for the
Cathedral they could be installed anywhere within it, provided that it was here that they
would radiate their colors and their psychology; their intensity and power are com-
pletely lost on the museum wall, especially as they are hung close to one another. Any
museum, without exception, even with the best lighting and the best spatial conditions,
will always be a prison for stained glass compositions; their colors are inevitably
dulled and their forms lose their vitality and energy. The design on paper, hung on the
wall, is a work of art in a state of metamorphosis, to use the entomological expres-
sion: it is only a chrysalis announcing the coming of life. Only in its final form, in the
transparent glass, in lines framed by lead the stained glass comes to life, full life—

embodied and spiritual.
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He was laid in his tomb and already forgotten by people of whom it will one day be said
that they stood before the beauty of Wyspianski’'s works like barbarians; not knowing
what they were doing they stoned this beauty. Future Polish minds will be astounded,
and will contemplate with pain, a generation that was unable to protect the treasures
of their own spirit against blasphemy, and the dwarfed times when an all-powerful
handful of ignoramuses with a level of culture equivalent to that of Apelles’s critic,
rendered the artist’s highest flights of imagination useless. The document from which
posterity will effortlessly learn the aesthetic criteria of the ruling mediocrities and
their relation to Wyspianski’'s masterpiece, shall be preserved. This document is a let-
ter to the public, protesting against bringing stained glass from abroad to the Wawel
Cathedral factory; written by Polish artists once they had lost all hope of Wyspianski's
design would be realized. The protest was an arrow that missed. Its holy cry was
unheard by those who had decided that Wyspianski’'s project was unsuited for the
Cathedral—because it lacked a pious thought! This pious thought demanded by the
iconoclasts, was supposedly expressed the mass-produced article of some foreign
factory. Wyspianski's powerful masterpiece was destroyed once and for all. He real-
ized with pain that his most tender feelings, his creative longings and pride had been
wronged and that his creative work was hindered by these small men. Besides the
stained glass windows held by the National Museum, there is a drawing for a stained
glass window of Wanda, the legendary daughter of Krak, designed by Wyspianski for
one of the windows in the transept of the Cathedral. The pencil sketches, now repro-
duced in Maski (ten of them) summing up the first impression of what Wyspianski
wanted to create for the Cathedral windows, are a condensed form of the Wawel stained
glass windows. Recalled from the past by his heart of gold, there appear to him....
Piast, the wheeler raised to the kingship and his son, Ziemowit. In his peasant eyes,
one sees the radiance of the moment when he went to his brothers of Kruszwica....
His left hand is laid upon his son’s head. With his right hand he holds the sickle, and
strongly he embraces a sheaf of corn.... They are both wearing the peasant dress,
tied with leather belts.... The vision of Queen Kinga marches as if in expiatory proces-
sion, lit by candlelight. She has received her eternal form.... Above her humbly bent
forehead there is a halo, her eyes do not see anything worldly, her lips, numb with
prayer, are closed.... She is visiting her former, earthly kingdom in a beggarwoman'’s
frock.... The battle of Grunwald, the founding of the Cracow Academy, and sublime
deeds and feelings are retold in the stained glass window of King Jagiello and Que®n
Jadwiga. Paired in noble marital unity there are two independent beings: he, the
inhabitant of the North, with its forests, with a large face coarsely sculpted, she—the
young woman of refined culture, a princess with small, subtle features.... As light
comes through the Wawel window, there appears the steel-clad Zawisza Czarny,
bursting in with all his knightly force; his sword thrown over his helmet by the wind

of the battle, and his arm faithfully guarding the Royal emblems and trophies. The
hymn of an iron-will on his lips, his eyes dazzling with the happiness of fulfilled
work.... The Teutonic Knights turn to ashes beneath Polish assault.... The King-
humanist who wanted no sovereignty over himself except for the Divine one, accedes
to the throne: King Casimir the Jagiellon. He is seated to receive tribute from the
Great Master, Poland'’s vassal. The king’'s chest rises in triumph, on his visage one
sees the invincible spirit looking into his native sun.... Pomerania, Malbork, Warmia,
and Gdansk all under the power and glory of the Jagiellonian scepter.... He has
placed this world beneath his imperious hand, while the waves of the Baltic, Polish
Sea sing.... Wtadystaw tokietek, Sigismund the Old, and Sigismund Augustus take
their lineage from the Wawel Castle’s memorials, there are none sentimental values
so abundant in all Wyspianski's art here. There is a drawing, preserved from 1902,

for a stained glass window of “Polonia”, the vision of a martyr, tragically inert, and



the specter of Wernyhora. Discovered in a portfolio which the great artist, on his sick
bed, ordered to be burned so as to lay painful memories to rest, these sketches are
but a fragment of the Wawel's stained glass windows. According to a story told by the
late Joanna Stankiewicz, Wyspianski's aunt and foster mother, the portfolio also con-
tained designs for the six windows of the main nave, which are the most complete,
some reworked more than once, besides projects for the windows of other churches.
They were consumed by fire along with the artist’s priceless notes on colors of glass,
dimensions and many other matters. It must be mentioned that Wyspianski requested
to be told the exact dimensions of the Cathedral windows! He only managed to acquire
these from a high-ranking member of the Chapter after some pleading and in secret.
Posterity will judge this pitiful affair, detrimental both to the Wawel Cathedral and to
Wyspianski, and the words which the great Polish writer Maria Konopnicka sobbed
aloud at Wyspianski's coffin, shall be recalled: “It was because, in your time, the nation
had no great idea and no great synthesis of popular feeling (...) that you, the Divine
flame, flickered, and were thrown to the wind.”

Translated by Klara Kemp-Welch
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HUNGARY Eva Forgacs

ddd

World view' and ‘contents’ can be
discussed in art theory only inasmuch
as they have been transformed into
form, that is: art,” Lajos Fulep, the
Hungarian philosopher, art critic and
theorist wrote in the introduction to
his 1916 book, Magyar miivészet (Hungar-
ian Art). At a time when political lib-
eralism was in crisis in Hungary, and
positivism dominated the culture,
Fillep set out to fathom the idea of
national art.

Having studied the national character-
istics in the architecture of 0don
Lechner and in the sculpture of Miklés
[z86, and having examined them from
the perspective of what he called
“universal” art, he formulated the dic-
tum that reverberated in Hungarian
art writing for years to come: “National
and international are interrelated
concepts.”

Fiilep examined the impact of the
national in art in a context that
spanned over three millennia, from
ancient Greek art to the present. “If
there is anything that is national in
art, it is form,” he wrote, because
everything else is ethnic material.
Thus he identified form and style as
the primary vehicles of national
self-expression, and set up the thesis:
“Form is as universal, and as national,
as it is artistic.” He believed that the
particular mission of each nation’s

art hinged on solving a certain form-

problem. Before he will affirm that

Hungarian art exists, he asks “whether
it has a national character, and if so,
is that character universal, too? That
is, does it deal with a form-problem
the solution of which is its own exclu-
sive task, turning a national issue
universal?”

The efforts of many young Hungarian
aesthetes, critics, and artists in the
first decade of the twentieth century
were directed at a great upsurge of
national art that would be rich with
universal values. Fulep's sharp and
often edgy art criticism; the new gen-
eration of art critics, among whom
Laszl6 Mdrkus excelled; the public
debates with the participation of the
composer Zoltan Kodaly, the philoso-
pher Gyorgy Lukdcs, the poet Béla
Baldzs and others; all were fueled by
the hope that if the formal and srﬂis—
tic qualities of Hungarian culture
were elevated, it would become one of

the great national cultures of Europe.



EXCERPT FROM HUNGARIAN ART Lajos Fulep
Originally published in Magyar mivészet [Budapest: 1916]

In the case of 1zs0, the subject of his theme, in which the sculptural problem material-
izes, is not a matter of indifference and is never generalized, as in the small bronzes
of the Renaissance that mimic Greek goddesses, satyrs, and bacchantes, etc., but is,
on the contrary, essential and consciously chosen, as in ancient Greek sculpture in
large and small formats, the Tanagras, and the diminutive bronzes. For just as these
thematic figures perpetuate and concretize the ethnic identity of the Greek people
and their ideal of the human figure, in 1zso's figures the Hungarian ethnic identity and
ideal is carried into the transfigured realm of art. However, we must not forget that
the motifs, themes, and ethnicity in 1zsos case acquire their significance from the fact
that they are absorbed in an art that is absolute in itself. Without this, ethnicity—no
matter how important, interesting and otherwise valuable from the national point of
view it may be—would be worthless in regard to the question of a national art. Only
after we have ascertained the formal components and the purely sculptural content of
Izsé's art are we entitled to consider ethnicity without the danger of straying into ter-
ritory far from the domain of art. [...It will suffice to compare Izso with the so-called
continuers of his direction, the ones who later modeled in clay or carved in wood all
those figures of Hungarian peasants sporting the gatya [loose linen trousers] or the
sz(r [long embroidered felt cloak]: what these latter lack is precisely the sculptural
concept; in fact they have little to do with sculpture and more with ethnography; if
they are the “continuers” of anything, it would be of a piece such as The Melancholy
Shepherd, and not of 1zs6’s struggle with the problems of sculpture. The chasm sepa-
rating them from Izs6 is too great to be expressed by a word; they provide the negative
example that makes it possible to fully appreciate the positive values of 1zso’s art.]
Start out from ethnicity and you will arrive at the most vital problems of sculpture, or
start out from the sculptural problems, to arrive at the ethnic ideal —this equation
constitutes the foundation of 1zsd's art, and its incomparable value. It also constitutes
the most personal and most innovative aspect of his art, a veritable miracle in the
nineteenth century. [We are not in a position here to examine the influence of contem-
porary “folk-type"” genre painting on his appraisal and formulation of the ethnic in his
art. but no matter how this coincidence in time worked as a factor, it does not alter the
originality and novelty of his experiment. For the painters of folksy figures and genre
pictures lacked precisely what was essential in 1zs6’s case: on the one hand, the artis-
tic issue that subordinates everything else, and, on the other, the emphasis on setting
an ideal as a goal; the only thing he shares with them, at the most, is the fact that

he, too, “took his subjects from among the people”—that he, too, depicted peasants,
shepherds, and horse-herders.]

Izs6—it makes no difference whether consciously or instinctively—undertook some-
thing that had barely any precedent in his day: the depiction of the bodily ideal of a
people, and the identification of this ideal with sculptural issues. The intent behind
Izs6's experiment was the attempt to imagine Hungarian ethnic identity in the form of
a single figure—just as the ancient Greek artist had in the figure of the athlete—in
this case choosing the figure of the representatives of ancient activities, such as shep-
herding and horse-herding, taking the elements of reality and proceeding toward the
ideal, in the direction indicated by that reality.

This ideal is obviously not as noble, as saturated with culture, or as spiritualized in

its physicality as the Greek precedent—but that is another issue altogether. In its

own kind, it is every bit as justified as the other, for it fulfills the objectives of sculp-
ture without becoming an abstraction, such as the idealized human figure of the
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Renaissance. It is rooted in the living environment and reality of the people, which
makes it vital and sanctifies it. 1zsd’s ideal is not a classical body, evolved into perfec-
tion of each part by athletics, but a human body made flexible and tough through the
exercise of ancient, barbarian activities in the unlimited freedom of living on the plains.
This body, all sinews and nerves, is first and foremost suited to its vocation, which
does not consist of play, sport, or religious cult, but of ceaseless work around wild
and tame animals, in all types of weather—that is, a barbarian thing. But when this
weighty and majestic body—hardened by work, wanderings over the plains, and the
vicissitudes of weather —casts off the burden of its existence and starts to dance, it
becomes light and airy and flexible, as if it had spent all its life at sports or dancing.
All of its movements snap to a rhythm that runs through the whole body, capable

of every sort of attitude and turn, as it plays through the entire gamut of velleities in
the possibilities of human motion, from a quiet swaying to the wildest whirl. And if
Berzsenyi's words are correct [“Its secret laws mastery does not codify, but makes its
own laws by curbing rapture”)—the laws of sculpture come alive and become visible
in these bodies, which is what Izso had glimpsed in them, in choosing them to become
the vehicles of his sculptural imagination.

If the sculptural idea were absent from lzso’s modeling of these figures, we would
have little to say about them in connection with the art of sculpture. But since they are
alive with sculptural ideas, these figures are doubly significant for us. This is the
accomplishment of his art: it endowed something with an increased and permanent
value. Thus Izsd's art possesses this independent and for us special value of ethnicity
and the folk ideal: the things he had discovered and what he expressed about them,
something that was conceived in the life and soul of the people, just as Apollo and the
Doryphoros had been in the Greek soul. Without 1zso we would not be able to see the

bodily ideal of our people, and we would not be aware of its sculptural value.

Translated by John Batk:



YUGOSLAVIA Irina Subotic

The end of nineteenth and beginning
of twentieth centuries were marked
by an explosion of national aspira-
tions in the young Kingdom of Serbia,
only lately freed from centuries-long
Ottoman domination. This was espe-
cially apparent in an almost unani-
mous desire among South Slavic youth
from Serbia, Slovenia, Croatia and
Bulgaria for multinational unification
and the creation of a common Yugoslav
cultural region. Their hope was that
cultural and artistic cooperation would
establish lasting relationships among
peoples who had for ages lived in
different states, and who had—despite
widely different historical and social
circumstances—common roots, inter-
ests, and languages. Such was the spirit
behind six Yugoslav art exhibitions,
the first of which was held in Belgrade
in 1904; it was followed by exhibitions
in Sofia (1906), Zagreb (1908), Belgrade
(1912 and 1922), and Novi Sad (1927).
Each exhibition presented more than
twenty painters, sculptors, graphic
artists, and architects. Rejecting the
traditional Viennese and Munich
schools, these artists saw the art of
cosmopolitan Paris as their model.
They adopted [mpressionism, plein-air
painting, Symbolism, Expressionism,
post-Cubism, and even tendencies

of the avant-garde, all the while
expounding the virtues of creative
freedom, artistic emancipation, ana-

lytical consciousness, and the battle

for an independent world of shapes
and colors.

The political, social, and aesthetic
contexts in which the exhibitions were
organized varied greatly: the four
pre-World War I events were animated
by a fervent sense of epic national
movement and provided an intellec-
tual battleground where ideas of cre-
ative renewal sought to topple an
older patriarchal spirit; the two post-
war exhibitions were marked by the

contradictions of life in the nascent

Kingdom of Serbs, Croats and Slovenes.

Yet they also marked the maturing of
Yugoslav art’s modernist tendencies
and a triumph of academic visual lan-
guage. The idea of a unified Yugoslav
cultural region paved the way for
modern art: the enlightening role of
the Yugoslav Exhibitions was enthusi-
astically accepted by both the critics
and the public.

The invitation to participate at the
First Yugoslav Exhibition of 1904,
signed by the most prominent Serbian
intellectuals of the time, was written
in Belgrade on the symbolic date of
Vidovdan, June 28—the date that
marks St. Vitus Day and the fateful
battle between Serb and Turkish

forces in Kosovo 1n 1389.

Translated by Maja Starcevic
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INVITATION LETTER  Exhibition Committee of University Youth (Belgrade]
(June 28, 1904

Dear Sir,
It is the belief of University Youth Organization in Belgrade that small Balkan nations,

and Yugoslav nations especially, will be able to win the race with much larger and
more cultured western nations only if they unite. That is why we have made it our goal
to disseminate, and if possible, to realize the idea of uniting and making closer the
relationships in all areas of cultural life of the Balkan nations, Yugoslav nations being
of the first importance. To this purpose, the University Youth Organization has decided
to arrange for an exhibition of artwork during this very school year, to be held in
September, and to, for the moment, feature only the artwork of Yugoslav artists and
artisans.

The University Youth maintains that the abovementioned idea of bridging the gap
between Yugoslavs will be much easier to realize if they come to know one another
better. Periodic art exhibitions held in the great capitals of Yugoslav nations, such

as Sofia, Belgrade, Zagreb, and Ljubljana will prove to be a useful and strong means
of introducing Yugoslavs to one another. The University Youth has, therefore, decided
to take steps toward to the realization of this idea by being host to one Yugoslav

art exhibition in Belgrade. The University Youth would like to stress not more than

two extremely important and decisive facts concerning the occasion, those being:

a) Belgrade is more or less in the midst of the northwestern and the southeastern
South Slavs, and thus connected to them with cheap and practical means of transport,
which will make the visits to the exhibition more numerous, and b a congress of the
Yugoslav Youth Organization will be held at the same time in Belgrade, the Youth being
a representative for the idea of Yugoslav congress.

We believe that you too, as a member of one of the Yugoslav nations, hold dear not
only the survival, but also the advancement of your nation, and with it, that of other
Yugoslavs. We believe that you, as an artist, will have the will and the ability to help
this idealistic, but also demanding work that the Yugoslav Youth Organization is

doing. The University Youth in Belgrade has the honor of asking for your help, which
you could extend by sending your work to this exhibition.

Due to the fact that there is very little time left until the opening of the exhibition, the
Exhibition Committee—i.e. members of University Youth Organization, professors of
the University and artists—has resolved that in case there are no new works made
specifically for this exhibition available, the exhibition shall accept earlier works of
the artists regardless whether they have been exhibited before, or if they are in public
or private collections, if there is any possibility to show them in this exhibition. The
Exhibition Committee, will, in case the artists decide to create new works of art for this
exhibition, the freedom to pick an unlimited number of subjects. However, we would
like to express our wish that during the creation of new works, the artists keep in mind
the exhibition’s goal and duty. For these reasons, it would be extremely useful if the
artists were to send such works which reflect not only their individual artistic charac-
teristics, but also both historical and modern characteristics of the nation to which
the particular artist belongs.

The University Youth appreciates the great importance artists have not only for the
culture of the Yugoslav nations and as a whole, but also their even greater importance
as the best and the most trustworthy aides in the realization of the idea of Yugoslav
congress. Thus, the Youth has decided to disseminate the idea into the widest spheres
of the people by buying off and distributing the works of art. That is why the Exhibition
Committee was asked to organize a specific type of lottery for the purpose of buying



the works of art at the exhibition. The University Youth in Belgrade hopes that it shall
be able to, with the help of all other Yugoslav Youth Organizations, buy, if not all, then
most of the works exhibited, and by doing this not only show their appreciation for the
artists, but also make it possible for their works to travel to even the most distant
regions of the Yugoslav nations.

In order to make the collecting of artworks easier and faster, the Exhibition Committee
has asked for the establishment of one special committee made up of local artists and
friends of art in Sofia, Belgrade, Zagreb, and Ljubljana. Those committees will at the
same time serve as the first jury for the artworks of those artists who gravitate towards
that center not only politically, but also spiritually. These local committees shall pro-
vide the artists of the abovementioned nations with necessary information, and at the
same time have the duty to collect as many works as space at the exhibition shall
allow, as well as to send those works to the Exhibition Committee in Belgrade. The
works sent by these local committees will not go through any other formalities, and
will be put up for exhibition immediately.

The Exhibition Committee of the University Youth in Belgrade shall accept all respon-
sibility and it promises to be diligent in safequarding the artworks sent to the exhibi-
tion. The Committee shall pay for the expenses of packing and transport of artworks
from the places of their author’s or owner’s origin to the local committees in Sofia,
Belgrade, Zagreb, and Ljubljana, the expenses of transport from Sofia, Zagreb, and
Ljubljana to Belgrade, as well as for the possible return of these artworks to the place
specified by their owners.

For the purpose of more effective safeguarding of artistic works during transport and
exhibition, the artworks will be insured for an amount specified by the owner at the
moment of releasing the work. The works will be insured from the moment they pass
into the dealer’s hands until the moment of their return to the hands of their owners.
In case of error, damage, or destruction of the works of art, the owners will be com-
pensated for the damage.

The Exhibition Committee will take on the responsibility to free all works of art sent to
the exhibition of import tax upon their arrival in the Kingdom of Serbia, as well as to
free them of tax upon leaving Serbia and return to their owners. The Committee shall
do this in a way that will prove to be most appropriate.

The Exhibition Committee of the University Youth Organization in Belgrade will educate
a special jury that will include one member of each of the local committees as repre-
sentatives of the Bulgarian, Serbian, Croatian, and Slovenian nations, and these repre-
sentatives will then elect another member, who will, all things permitting, be from
the Kingdom of Serbia. This Belgrade jury will then decide the following: a) which art-
works will be bought to serve as lottery prizes, and b) moral awards for the artworks
of certain artists. Specific medals will be created for this purpose, to be made of gold,
silver, or bronze, and given to the artists as an award.

The date when all artworks for the exhibition have to reach Belgrade is August 20
according to the old calendar, or September 2 according to the new. The reason for
this is to allow enough time for the creation of the exhibition catalogue.

The exhibition will be opened on September 5/18, and will be open until

September 25, that is to say, October 8. and will be held in the second floor of

the University.

The Exhibition Committee of the University Youth in Belgrade would like to ask you,
upon the arrival of this invitation, to turn to your local committee, which has sent

you this invitation, for all further information and instructions.

In order to make the purchase, sale, and insurance of your works easier for the Exhi-
bition Committee, we would like to ask you to list a price for each work separately.

In the hope that the Exhibition Committee has chosen the right path and manner of

pine)sobing,  suonipel] jeUOEN I -



76

hosting the Yugoslav Art Exhibition, and taking into consideration the small amount of
time it had to do it in, the committee would like to state its readiness to accept any
advice and any suggestion which the artist would believe is beneficial to the exhibition
and the abovementioned idea as a whole. The Exhibition Committee kindly asks you

to interest your colleagues and those in your midst in this exhibition and to help the
Committee with your advice.

The Exhibition Committee hopes that all is ready for the creation of an artistic exhibi-
tion. Whether it will be held depends solely on the good will and response of Yugoslav
artists. However, as we are familiar with our artists’ enthusiasm for all things noble
and exalted, we take the freedom of believing that you too, Sir, shall participate in the
exhibition by showing your works.

We are therefore honored to call ourselves,
Your Admirers.

No. 112

Vidovdan, 1904

Belgrade

In the name of University Youth Organization Board of "Brotherhood”
The Exhibition Committee of the University Youth:
Ljubomir Nesi¢, Attorney, "Brotherhood” President
Ljuba Jovanovic, Attorney, Editor of “Slavic South”
Milivoje Smiljanic, Technician

Miloje Jovanovic, Technician

Stanoje Mihailovic, Attorney

Milan B. Nikolic, Attorney

Branko Popovic, Technician

Kosta Jovanovic, Technician

Svetislav Petrovic, Philosopher

Dr. Marko Leko, Rector of the University

Mihailo Valtrovic, Trustee of the National Museum
Dr. Jovan Cvijic, University Professor

Andra Stefanovic, University Professor

Simo Matavulj, Writer ~
Steva Todorovic, Painter

Doka Jovanovic, Sculptor

Dr. Miloje Vasic, Aide to National Museum Trustee

Translated by Maja Starcevic
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chapter 2




NEW ALTERNATIVES
Timothy O. Benson

If at the fin-de-siécle, artists throughout
Central Europe had begun to gain

a sense of independence from the
officialdom of their immediate cultur-
al institutions and national tradi-
tions, they approached the teens with
a sense of excitement and commonali-
ty based on a compelling interest in
contemporary art in Paris and other
Western centers. As had Alfons Mucha
and FrantiSek Kupka before them,
many (including the Hungarian Janos
Mattis-Teutsch and Czech Cubists Josef
Capek, Otto Gutfreund, Bohumil
Kubiita, and Otokar Kubin) traveled
to Paris: artists in Berlin, Bucharest,
Budapest, Prague and other cities
could become well informed about
recent French art and other tendencies
in their own exhibition halls. For
example, Prague’s S. V. U. Ménes gal-
leries hosted touring exhibitions of
Impressionism (1gor and 1907), Auguste
Rodin (1902), Edvard Munch (1905),
and Antoine Bourdelle (19og), while
Budapest's Nemzeti Szalon (National
Salon) presented a major Cézanne
exhibition (1907).

New groups, including the Hungarian
Nyolcak (The Eight, 1909—1914), the
Czech Osma (The Eight, 1907-08) and
the Romanian Tinerimea artistica
(Artistic ynuth} provided artists with
avenues for their departure from
national variations on Naturalism
and Impressionism in favor of

Cézanne, Post-Impressionism, and

Fauvism—styles that increasingly left ¥
behind the appearance of nature to
explore the underlying structure and
order of art. Italian Futurism and
German Expressionism were readily
available in exhibitions created by
Alexander Mercereau in Budapest and
Prague in 1913 and 1914, while at the
same time in Prague a collection focus-
ing on Cubism was being created by
the art historian Vincenc Kramat with
the aid of Paris-based Daniel-Henry
Kahnweiler. The Skupina vytvarnych
umélch (Visual Artists’ Group founded
in 1911) had already included French
Cubists and German Expressionists in
their own exhibitions, in art historian
and Skupina member Viclav Stech's
words, “not as the apex and unattain-
able model” but as “colleagues in a
common endeavor.” In turn Skupina
was included in art impresario
Herwarth Walden's ground-breaking
international exhibition held in
Berlin in 1913, the Erster deutscher
Herbstsalon (First German Autumn
Salon).

This integration of artists from East
and West was greatly advanced by
such periodicals as Volné sméry (Free
Directions, published by S. V. U.
Manes in Prague beginning in 1896),
Umélecky mésicnik (Art Monthly, the
organ of Skupina, Prague, 1911), Simbolul
(The Symbol, Bucharest, 1912) and
Chemarea (The Call, Bucharest, 1915),

which together with other such organs
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created a new forum of exchange
from which many of the following
documents are drawn.

Prior to the blossoming of such peri-
odicals, concurrent groups such as the
Eight groups in Prague and Budapest
often had little or no direct contact
with one another, despite their shared
interests, in this case in Cézanne,
Post-Impressionism, and the Fauves.
Now they gradually forged a common
commitment to the unprecedented
departure from nature in favor of
autonomy of form brought to comple-
tion in Cubism and Futurism. Yet
their adoption of this new formal lan-
guage was far from imitative. Many of
the Czech artists of Osma and Skupina
(such as Josef Capek, Emil Filla, Otto
Gutfreund, Vlastislav Hofman, and
Bohumil Kubista) understood the
potential of the artificiality of art

in terms of a profound philosophical
discourse informed by Wilhelm
Worringer (whose theories were essen-
tial for the Expressionists) and the
emerging Viennese art history of Alois
Riegl, among others. As had these
scholars, they explored non-Western
sources ranging from tribal cultures
to Asian and Pacific influences to the
more distant antecedents of their own
cultures in Mesopotamia, Asia Minor,
Egypt, and Greece, as well as Medieval,
Gothic and endemic folk traditions
closer to home. Capek, Hofman, and
Kubista all yearned for a deep inner
transformation based in the direct
experience of art. The Hungarian
Eight, led by Karoly Kernstok, also
absorbed the new international artis-
tic trends within their own intellec-
tual traditions, largely through their
association with the Galileo Circle.

This radical association founded by

several university students became

a forum for intellectuals from
throughout Hungary to which Gyorgy
Lukécs and others frequently lec-
tured. Consequently The Eight, and
the Hungarian Activists after them,
denounced traditional bourgeois values
and espoused ideals of social progress
and cultural creativity increasingly
shared by their counterparts through-
out the avant-garde.

Seeking new alternatives, artists
throughout Central Europe made
Cubism, Futurism, and Expressionism
their own, thus setting the stage for
the internationalist ambitions that
would resume after the interruption
of the First World War.



PRAGUE Karel Srp

The founding of the Artists’ Group
(Skupina vytvarnych umeélca) (1911)
called forth a rift between the older
members of the Manes Union of
Artists and the youngest generation,
which was already seasoned because
many of its members were the
founders of the former group Osma.
The young generation from Manes
came out ostentatiously in order to
make it absolutely clear that they
were going to follow their artistic
ideals uncompromisingly, without
regard to the external environment
and to public reaction. Their act
brought on notable publication and
exhibition activity, as had never been
seen before in Czechoslovakia to such
an extent with regard to the inception
of modern art. Skupina began publish-
ing the Umélecky mésicnik (Artists’
Monthly), to which most of its mem-
bers contributed extensive commen-
tary. (Volume 1 covered October 1g11—
September 1912; Volume 2, November
1912—0ctober 1913; only two issues of
Volume 3 were produced before publi-
cation was halted by the outbreak of
the First World War.) Skupina, com-
prised of visual artists, architects, art
historians and writers, counted among
its membership all the important
figures of the day (including Vincenc
Benes, Josef Capek, Karel Capek, Emil
Filla, Josef Gocar, Vlastislav Hofman,
Josef Chochol, Pavel Janak, FrantiSek

Langer, Antonin Prochazka, Vaclav

Spéla, and Vaclav Vilém Stech), with
the exception of Bohumil Kubista, who
retained his independence after the
breakup of Osma.

Thanks to the international contacts
of Filla and Kraméf, Skupina managed
to acquire the trust of Daniel-Henry
Kahnweiler, who willingly loaned
works by Picasso and Braque for their
exhibits. Skupina put on four exhibits
in Prague: the first in January-
February of 1912; the second in the
autumn of 1912, in which German
painters living in Prague were exhib-
ited (Willy Nowak and Friedrich
Feigl), as well as painters from Paris
(Picasso, Friesz, Derain), and Berlin
(Heckel, Kirchner, Mueller, Schmidt-
Rottluff): the third exhibit in May of
1913, which featured Derain, Braque,
Picasso, Gris, Cézanne and Soffici as
guests, and also included examples

of folk art and oriental art; the fourth
exhibit was held in February of 1914,
and included Munch, Picasso and
Pechstein as guests. Another two
exhibits by Skupina took place in
Germany in the Munich Goltz Salon
of New Art (April 1913), and in the
Berlin gallery Der Sturm (October
1913), showing only the work of group
members.

The fundamental theme of most of the
contributors to the Umélecky mésicnik
was the relationship to the spiritual
essence of form, which the representa-

tives of Skupina attem pted to capture
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not only in paintings and sculptures,
but also in architecture and the prac-
tical arts. (Their central interest
became primarily the internal motion
of form, granted by its personal, auto-
nomous existence, which is limited
according to the surrounding environ-
ment.) Out of this perspective a link
was forged in Prague between the
ideas of the Vienna art history school
and the impulses of Parisian Cubism.
Within Skupina there soon arose an
ideological polarization between Filla
and Josef Capek, which led to a split in
1912, after which some of the original
founding members of the group left
(the Capek brothers, Chochol, Spéla,
etc.) in order to temporarily return

to Mdnes. The rift—interpreted as

a polarization between a more open
approach to modern art as a whole
(even to Futurism or Expressionism),
and a more limited one, exclusively
remaining with Picasso’s Cubism—
distinctly marked the fate of Czech
modern art well into the twentieth

century.

Translated by Andréee Collier Zaleska



HONORE DAUMIER: A FEW NOTES ON HIS WORK Emil Filla

Originally published as Honore Daumier, Néekolik poznamek k jeho dilu,” Volne smery
14 (1910

If we understand the history of art from the standpoint of utilizing one of three artistic
elements—color, line and light—and if we use these as a sort of measuring device,
then all efforts and misunderstandings become only a motive for the struggle for
dominance of one element over another. The work of Honoré Daumier expresses itself
within this evolutionary drama as an illogical and paradoxical exception. An analytical
examination of Daumier’s work according to the requirements of the purity of a cer-
tain creative principle, the solution to its inclination towards a certain pole, no matter
what side we approach it from, inevitably fails and defies clarification and comprehen-
sion. What is a priority and necessity for other artists is either utterly dismissed by
Daumier, or chaotically mixed in his work. The values that are contingent on the point
of view determined by the laws of one sculptural principle are likewise ignored.
Daumier is an exceptional soul who defies ordinary artistic creation; either his princi-
ple of form is the foundation for all visual art—something primary, specific to all the
highest expressions of artistic work—or else he is one of those whose foundations are
foreign conventions of creation. It is clear, however, that all the elements that distin-
quish his art are found as fundamentals in the work of the greatest masters—often
here too, only hidden and mixed.

For Daumier a single element—whether line, light, or color—was never a final, deci-
sive course, a measure that ensured and caused certain artistic expressions, but
rather merely something bearing expressive possibilities. His own element is molding
and pure sculptural understanding, the primary ability, which Rodin called the basis
for the whole world: “If we imagine God’s thoughts while creating the world, then we
can say that he thought first of molding, which is the single principle of nature, being,
and perhaps even the planet.”

Everything operates at the same time in his pictures, without regard for the laws of
individual elements, because he subjects all elements to the laws of pure sculpture and
space. The arabesque of his picture has no absolute beauty. He isn’t concerned with

2 smooth execution, and he commits the greatest sins against technical rules. He fails
to respect the natural logic of certain artistic elements—his concern is only with the
right look, even, as with all the greatest primitives, to the detriment of beauty. And yet
with all his extremes which approach simplicity, his work is, in form and content, as
rich as life itself, and all the work of his contemporaries and the later Impressionists
pale next to his pictures—they are only as pretty and empty as piece-work, and their
effect today is expressed only in aberrations.

His basic means of expression is his combinatory and contradictory technique; his
objects seem to me kneaded from matter, their materiality is destroyed to the greatest
possible degree—they are dematerialized. His way of dematerializing and subordinat-
ing is again based on the expression of plasticity: he either destroys it, dematerializes
it, or emphasizes it. Daumier’s coordinating composition relies on the dramatic rela-
tionship of sculptural masses in space.

Daumier doesn't use light in accordance with the light-principle method—he doesn't
flood the whole picture with either light or darkness. His work with shadows is for the
most part hard and sharp, in order to emphasize even more the contrast of several
masses, or in order to elevate and exaggerate some sort of important relief. Color
doesn’t serve him, as it does Cézanne and his followers, as a single expressive means;
instead he uses it as a quality that is capable of contrasting or symbolizing. Yet his
paintings Two Singers and Scapin give us proof of his technical greatness and his exact
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knowledge of the principles of color. These are works that surely seemed in their own
time like confused miracles, and which even today are awaiting discovery. The line in
his paintings does not have a mere outlining function in the manner of the Japanese
and the line-primitives. Its effect is limited to the greatest possible economy and the
greatest strength of contrast. All of Daumier’s work is based on the economic creation
and the construction of contrasts.

This suggestive pathos and drama reaches extremes, especially through a turbulent
dynamic in opposition to static motionlessness and solidity. In The Crowd on the Street,
Dramata, and Ecce Homo, a motionless, severe wedge —the silhouette of a building

or a protruding balcony—clashes with the passion of twisted human bodies formed

in a powerful, surging wave. With him, the problem of contrast isn't a problem of the
heightened intensity of the pictorial effect but, instead, becomes the very basis of
expression and the foundation for the rhythmic articulation of masses. Typical, psy-
chologically important points and borders, the division of surfaces, he marks and
articulates usually by a set of medial/golden section, which lies under the frame and
whose height and width is chosen as the basis of two contrasts with regard to the
internal dramatic content.

If attempts are made to measure his creative power, Daumier is often compared to
the greatest talents, Michelangelo and Rembrandt. Daumier has in common with
Michelangelo only the elements found in the work of all great masters: an efficiently
economic technique, a broad conception of masses, tectonic structure, the greatest
peaceful unity of the whole, easily comprehensible despite the complexity of individual
elements and the richness of the essential details of expression. In Daumier’s case we
understand once again that no richness of content, multifaceted elements, or exuber-
ance of detail mean anything by themselves—in fact they are detrimental unless tied
in the slightest detail to reqular comprehensiveness and a clear and easily understand-
able structure. Each detail in the picture can be justified only when it either aids in
emphasizing the dominant variable, when each part is in the relationship to the others
and every direction in a dramatic relationship with the other directions, when all sur-
faces and panels are subject to the uniformity of geometric and arabesque compre-
hensiveness. Or they are possible only if they all lead —with the liveliest internal
architectural rhythm and the most grotesque internal motion—to the achievement

of the greatest balance of the whole, to unity and calm.

Daumier’s work once again documents the fact that the end result of every artistic
work is balance and peace. The newest young French painters—Maillol, Denis, and
Matisse—are attempting to embody this requirement; they make it a principle that the
final effect of a painting should be for the viewer as an armchair is to an exhausted
person. This understanding forced Michelangelo to retain as much as possible the
original character of stone—its physical consistency—despite the greatest internal
motion and liveliness. This principle led him to compose his sculptures from basic
cubic forms: cubes, pyramids and cylinders. Rembrandt tried for nothing less, with his
magical system cloaking everything that is subordinate and secondary in shadows and
achieving through his dematerializing abilities—based on the principles of light, with
an aggregation and bejewelment that are absolutely Baroque—a whole that is clearly
distributed between dark areas and focuses of light.

At first glance Daumier's work seems classifiable—by the previous generation as well
as the present one—as standing solely on the principle of color, along with artistic
creations that express themselves merely through light and shadow. An apparent
resemblance to Rembrandt supports this error.

Rembrandt’s composition and structure does not derive from malleable materials and
their sculptural expression, as Daumier’s does, but instead transforms the work of the
tectonic element into light, shadow, and dark. But in paintings like the Good Samaritan



(1650) and The Sermon of Saint John the Baptist (although, in this painting, the dominant
elements are emphasized with light), almost all creative work, directions of lines,
arrangement of compartments into a simple whole, emphasis and symbols, are created
not with light and shadow, but almost solely though pure plasticity and the expressive
abilities that come out of it. Daumier was never able to combine the laws of sculptural
and arabesque beauty of this particular creative element, as Rembrandt was in his
later pictures.

As with all the great masters, each work of Daumier’'s seems unrelated to the others,
and each new painting is a new expression and a new discovery for the viewer. With
regard to decorative worth, it is beyond the frontier of decorative effect in its internal
power, uniting it into a completely independent organism. A Daumier painting is almost
self-sufficient and independent. It is not planned to hang on a wall as the center of the
interior; it's a world in itself and requires complete immersion from the viewer. Every
improvement to the interior would seem dubious or pointless in his case. This also
explains his monumental pictorial effect in imperceptible dimensions.

The categorical postulate of every artistic work is the special concept, and att branches
of the visual arts and all components of individual creation must come only out of, and
aim towards, cubic understanding and its expression. The question of talent is, above
all, a question of the ability to observe and sense space. If Delacroix is considered the
source of the new spatial-sense, as the beginning of the “dot system” of the under-
standing and creation of surfaces—the further continuation of which was developed in
the work of the Impressionists, mainly Cézanne —then Daumier’s work can be classi-
fied unilaterally with the work of those who express themselves through sets of dots
as focal points, and through the light-principle.

With Daumier it is impossible to truly speak of the unity of expression and creation

of spatiality.

His method is unclear, inconsistent, and governed by the dominant element in each

piece. To the extent that Daumier has a sense of distance, depth, and space at all, it is

apparent in his sketches and drafts. In order to express the most complex spatial con-
figuration he needs only a simple stroke set down with confidence. In this, his work
resembles the drawings of the old Dutch masters, especially Ostady and Rembrandt,
whose records seem to give a sense not only of the magic of a coincidental, fleeting
moment, but are at the same time a typical fixing of phenomenon and the quintes-
sence of thousands of observations. Form-memory was so well developed in Daumier
that in the whole history of art we cannot find an analogous figure—only Rubens’
form-mnemonic can be compared to it.

It's known that Daumier’s sketches were never made from an object, and that before
he began a drawing or painting he made a model of the figures out of clay. In order

to create in this manner it's necessary to have a bit of the soul of Dostoevsky and
Balzac—as well as their faith in the reality of their characters—and also a great deal
of acting talent. Every great artist is a sort of actor: his victims are the actors of his
emotions.

Daumier’s work remains as unpopular as Poe's. His concept of caricature was neither
sarcastic nor moralistic. In fact, if we compare his style with the caricatures of our
contemporary artists, they were almost unbiased. They merely register all the pas-
sions and record all the various rhythms of life, not in order to amuse, or arouse
empathy or hatred, but in order to provoke the viewer out of impartial lethargy and
pascivity. Caricature was necessary in his work only in its theme, like Cezanne's
apples.

By some fateful error Daumier has been inserted into the evolutionary drama of
modern French art at the very beginning. In the history of every artistic school and
every independent trend an inimitable master such as Michelangelo, Rembrandt
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or Tintoretto comes along to complete the action, to become the curse of progress,
making further development impossible because he is the culmination of something
and the beginning of rapid deterioration. Daumier, however, with his early and there-
fore inexplicably mysterious appearance, is a blessing, a point of reference for the
new directions, and it seems that all later art had to come along only in order to illu-
minate and interpret his distilled work. Everyone has found what they need in Daumier,
and they have all been enriched by it as long as they didn’t adopt his method, but
instead sought to clarify his chaos, which threatened to destroy lesser talents—J. F.
Millet most of all. Delacroix’s later work shows how much he was able to triumph
from his understanding of Daumier.

Daumier’s pathos and the fullness of his content became the Impressionist world-
view for us, especially after the war; this school of the passivity of the soul, totally
foreign—especially after the examples of Cezanne and Gogh—we have learned to
understand through Daumier’s congenial language. Daumier’s work remains a light-
house in an ocean of doubt—showing the way, and yet shipwrecking anyone who
comes too close to it.

Translated by Andrée Collier Zdleska

il

THE PRISM AND THE PYRAMID Pavel Janak
Originally published as "Hranol a pyramida,” Umélecky mésicnik vol. 1 (1911)

The development and range of our local architecture have been and still are determined
by two large European architectural families: the architecture of Southern Antiquity
and that of Northern Christianity. In our view, they represent two stylistic possibilities
given to our world of ideas with its psychological predispositions. The purest of its
types, Ancient Greece and French Gothic around 1300, embody two opposite poles:
despite its high style, Southern architecture, based on a natural way of building—
placing boulders on top of one another—represents architectural naturalism, which
maintains the independent character, prismatic surface and materiality of the building
components (columns and entablatures), and the only aesthetic intervention consists
in placing beautifully hewn and proportionally positioned heavy stones and slabs,
quietly and calmly on top of each other in accordance with the simplest natural law of
gravity, and in a manner that betrays nothing of the pressures and forces they have to
bear and transfer. A characteristic of the Southern architecture is that even where it is
created in large masses (Egypt, Rome) and is therefore less dependent on its building
components, it still maintains the character of a layered building style. The Northern
group aims to rise above the quotidian of earthbound building and reach supernatural
beauty. Building components (stones) disappear under the whole of the edifice; the
builder penetrates the matter of stone, boldly and speculatively removing mass from
underneath its surface. The aim is to create a building as if made of single matter,
with all its parts alive and active, almost in tension. The Southern direction with its
clear, natural, general quality has always lent itself to re-planting and grafting; that
Is why, from Egypt to Asia, until the recent Renaissance efforts of the nineteenth cen-
tury, it has taken root in the widest possible geographical and temporal area, reviving
exhausted eras with the simplicity of its creative principles. The Northern group
however, as soon as its sources were released in the Romanesque style, developed



along the direct line of one style; because its ultimate aim —the total transcendence
of matter—was so specific and so unattainable, that its development was arrested

by the power of matter itself. Once more in history, matter was reversed by mind and
turned to abstraction: when the earthly quality of the Baroque brought into art and
religious reformation by the Renaissance was transcended again by Catholicism; the
material calm of ancient forms (columns and entablatures) was revitalized by imag-
ined movements that imbued matter with spirit.

Our architecture belongs to both of these families. Both have claimed us for equal
periods of time: the first six hundred years of our history—and this is very important—
the foundations of our culture were being laid, giving rise to national awareness, were
under the influence of the Northern group; the Southern spirit—of course already

at the stage of Renaissance revival—came as the second direction and took up the
entire second half of our history, until today: that it developed its full potential above
all in the Baroque, a period again controlled by abstraction, it was characteristic

for our national character. A large part of our history of architecture was taken up

by attempts to escape beyond and above the limits of matter—in the Gothic.and the
Baroque style—while the rest (sixteenth and seventeenth centuries) remained with

a positive, accepting attitude towards matter and material form.
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Contemporary, so-called “modern,” architecture shares this materialistic view by
virtue of its origin and nature. Having clearly developed from Neo-Renaissance, with
all the theoretical attempts to prove its connection with the Empire style, the character
of its system of construction (ridiculed by amateur critics as "Assyrian” or “Egyptian”]
all prove its genetic relatedness to the Southern group. It is important to keep this

in mind. as the ideas that had ushered it in and that it has itself brought forth—for
example, the “re-birth of art, purged of falsely repeated historical forms, a return to
modern life”—seemingly represent a sudden turn of history in a new, unprecedented
direction. Considering the ideological principles of new architecture, its ideclogical
affiliations undoubtedly emerge clearer. Its broadest principle, the return to contem-
porary life, [an analogy of the return to nature), means—there is no denying it—mere
positivity and earthliness, albeit temporarily recognized as beauty. The eradication

of old historical stylistic forms and traditions, decided and thoroughly carried out by
the new architecture, apart from being healthy and effective in curbing the wildest
excesses of pseudohistorical architecture, has another characteristic that cannot be
overlooked: a fundamental distaste for any immaterial, spiritual form. Its suggestion
that architecture must be functional and down-to-earth, accepted as the corrective
measure [“what is not functional, cannot be beautiful”) is a very safe but also materi-
alistic one. On the other hand, side by side with the recommendation that art should
maintain close links with daily life and serve its material needs, and with the general
acknowledgement of matter, new architecture paid little or almost no attention to the
question of how and what kind of artistic abstraction it wanted to make from these
material preconditions. All this clearly shows the true nature and spirit of modern
architecture.

Modern architectural works executed in this spirit signify a certain return to a realistic
way of building, to the natural use of building materials. Natural building units were
re-discovered and recognized in their bare prismatic system, following a certain logical
development, and all the constructive elements—column and slab—were again set
into material substances of which they were made, that is prisms of stone, beams, etc.
It coulld be said that this negative, cleansing artistic activity deprived anything that
departed from the skeleton of the prism of any sense. At the same time, these natural
building shapes took architecture back to the primary system of building by placing
pieces of material on top of each other, according to the simple technical and natural
law of burden and support; outwardly, this architecture is characterized by being
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divided exclusively into horizontal and vertical elements, or planes, but consistently
excluding any other (for example diagonal) formal possibility. Any need for plastic
gradation is again met by prismic gradation of volume.*

It can be said that under the given conditions, today’s architecture has achieved

a certain easy system of expression, which has left no problem unresolved. Our
sensibility, however, preceding all future action by thinking about this system, labels
it unwittingly with attributes and phrases that demonstrate the difference in our

inner emotional view, suggesting that we find in it certain negative characteristics
and that we seem to feel that this is precisely where architecture should be positive.
If we consider contemporary architecture—in its current mature state —materialis-
tically pedestrian and lacking in real poetry, it means that such values have been
positively developed, that they claim their due and that we miss them in contempo-
rary architecture. This change in sentiment can be observed in objects we have been
fond of in the history of architecture: if, in accordance with the architecture of the
prism we sympathized with related eras, for example with Ancient Greece, primitive
Italian architecture, or the Renaissance, we start dealing with the Gothic and Baroque,
which had previously appeared distant; we see them now in the true sense of the
word, whereas before, it was as if they did not exist. They attract our attention by

the vivacity of the spirit that permeates matter, and by the dramatic quality of their
expressive means that serve to create their shape. Both aspects, which we find so
surprising, have in the meantime become a new substantial part of our sensibility.

At the same time, we find the system of prism and its means too poor and insufficient
to express this; it seems that in such thinking about this materialistic system, the
spirit and will to abstraction that has always been close to our Northern sensibility

iIs awakened in us,

In this view, where the artistic form of matter and artistic creation are considered

a positive, we must be interested in its emerging opposite: the natural building

form of matter and natural creation, if it exists or if it is possible to construct it as

an idea.

It can be said that the first attribute and force of matter in the inorganic sphere of
nature—assuming that it is in itself outside all movement of the universe, atmosphere
and surface of the earth—is gravity. Gravity is a force tending towards equalization

of all matter—if it were not prevented by friction—into a great calming horizontal ~
surface, and further into horizontal layers, placed on one another as they have been
brought by time: the purest result of gravity is the surface of water, alluvium com-
pressed into layers. To these horizontal formal planes appertains the vertical direction
of gravity (the trajectory of objects in free fall), and together they form a substantial
formal pair of natural matters; nature exhausts itself in them in the event that there
are no other properties and forces of matter and life permeating each other. If matter
placed in this way according to the law of gravity were in turn to be acted upon by the
force of gravity (for example, the weight of the upper layers), and if matter did not
resist because of its cohesion, a layer of matter would break off along a fracture verti-
cal to its surface. Such clean fractures really occur in nature, fortunately in simplified
conditions, and their result—mass delimited along vertical and horizontal planes—
can indeed be considered naturally formed matter.

All other geometrically more complex shapes appearing in Inorganic nature come into
being as a result of synergy of a third force: diagonally falling rain is caused by the

" Materiality of the South is manifested not only in shape, but also in other values. Greatness was, far
example, realized and represented by means of physical volume of works of art: colossi, etc. in Egypt,

preferred use of the largest size building blocks, inc reasing the size of a temple according to its impor-
tance. [Author's original note.]



additional factor of wind, similarly snow-drifts, potholes, ravines, caves, depressions,
and volcanoes are mostly shapes created positively or negatively out of inorganic
matter by another, penetrating force that deforms and varies the natural shapes

in which it had been deposited. The most beautiful example of this process is crystal-
lization: here, the merging force (the force of crystallization) is so disproportionately
strong in comparison with gravity that—it can be almost said—the weight of the
matter has no impact on crystallization; the force of crystallization seems to be a

kind of gravity of matter concentrated into it, so strong that it is realized in all circum-
stances into a world centered in itself. All such shapes, in contrast to natural primary
shapes [limited by the system of biplanes vertical to each other] are distinguished

by planes diagonal to the basic, natural ones. Diagonality is then a shape created by
imbalance brought into balance by fracture and remaining so. If then the vertical and
horizontal biplane is the shape of stillness and of the isolated equilibrium of matter,
diagonal shapes were preceded by dramatic activities and more complicated clusters
of forces.

The view of flatlands, the surface of the sea or vertical rockfaces evoke —creatively
speaking—an idea of dead stillness, a zero degree of duration, while diagonal shapes
in nature—slopes, ruins, gorges, volcanoes—evoke a sense of drama, movement,
sharpness and pointedness; the nature of both categories of feeling are proportionate
to and coordinate with the actions that had preceded and created them. This ratio
between the natural primary shape of stillness and a dramatized shape provides the
means by which matter is conquered artistically, since the artist’s intentions, although
psychologically more complex, are in principle the same as the forces penetrating,
permeating and moving natural matter and its natural shape. What we can conclude
from it about the nature of artistic creation is this: if dead matter is to be artistically
overcome, that is, given spirit so that something happens in it, this occurs by means
of a third plane added to the natural biplane shape.

This comparison offers a beautiful parallel to the means of human action and human
creation: wedges, arrows, stakes, knives and levers that physically overcome matter
are mostly diagonally shaped.

The cause of the first shelters and buildings made by humans was man's intention to
resist certain natural forces, rain, snow, sun, acting from above. Man’s activity, aiming
vertically upwards from the surface of the earth, is contrary to the direction of gravity,
and the only purpose of this initial building system is to solve the problem of gravity and
overcome it; to prevent matter from being set into falling motion by the force of gravity,
it is necessary to place a horizontal load against it, a material support—that is, a form
that again demonstrates the disciplined, natural system of vertical biplane. The hl.:lil.d-
ing material best suited to this system—if it is formulated on the basis of the vertical
biplane —is the prism, which is often found in this shape in nature lashlar or stun?
slab), or it is hewn or formed (bricks). The natural adding and ordering of these ans,m-
shaped building units into walls, pillars and ceilings contributes to the entire building
becoming a structure based on the system of prism, unless there are other tha.n
practical intentions at play. Certain decisions of mutual ratios and certain spatial a.nd
compositional ideas may be applied here. On the whole, however, the act n.f enclosing
matter into prisms signals acceptance of its material nature. The geometric form of
prism given to matter arises from usefulness and technological considerations, not
from intellectual, artistic or philosophical conclusions.

A< snon as thinking about the essence of matter is added to this purely technical vf*ay
of creating material and building with it. and questions are asked about its necessity,
how and where it appears to human senses, how it bears the impact of force and
pressure, the materiality of matter is no longer so exclusively recognized and l:lluubts
and emotive views of matter arise, which, as soon as they become active, turn into
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forces penetrating underneath the surface of matter or changing it everywhere where
it doesn’t appear to suit. A thinking, feeling spirit mostly desires to give matter life, to
clarify it according to its own ideas, and, as a penetrating force it clashes with the very
materiality of dead matter, dealing with it by hewing its corners and edges, penetrat-
ing into the depths wherever it does not accept matter or does not empathize with it.
These changes wrought upon matter by artistic sense are of unnatural origin, that is,
they no longer follow rules derived from the biplane system (in that case they would
have been merely a correction of the dimension of the building block, detracting from
its length, width, etc.), but they correct and change matter in the sense of dramatizing
it, above all with the aid of a third element, the diagonal plane. The body that can be
created from such dramatically ordered diagonal planes is the pyramid, which is the
highest shape of matter intellectually abstracted from the natural mother-shape of
the prism. For if we imagine a lying prism, not weighed by anything, and a pyramid,
drawn into it above its base, the pyramid would be the philosophical substitute of its
geometrical form: it reaches the same height with the same base, it has all three of

its main dimensions, but it is less material, as it has no superfluous matter and is
more concentrated in the sense of its height.

Architecture, in contrast to the natural way of building, is a higher activity, combining
in fact two purposes: the purpose of meeting human need and the purpose of artistic
expression, in other words, abstraction of matter. That is why, as a whole, it combines
two systems of creation: the technical prismatic biplane building and the abstract trans-
formation of matter by means of a triplane, diagonal or curved system. Its overall char-
acter then depends on which of the two architectural impulses prevails.

Primary building of any kind and in any era has nearly no diagonal elements and is
formally akin—despite differences in geography, time and nationality. An entire group
of European architecture is based on natural building: Mesopotamia, Asia Minor, Egypt,
island cultures, Greece, etc., which have created the basic formal language, employed
in all its subsequent renaissances. Since abstract tendencies are evident already in
this stylistic group and, above all, the very composition of matter in relation to each
other is refined or even idealized, it is possible to describe it as naturalism of the
beautiful seeing of nature.

In its highest type—Greek architecture—a whole series of elements are transformed
by means of abstraction: the foot and head of columns, the stepped profile of an archi-
trave, ledges, cantilevers—such features mostly protrude from the vertical element

of the wall and column, so that the tangential planes of their profiles are at an acute
angle with the facing planes; a column changes from its original cylindrical shape into
a more abstract, more sensitively formed conical column [in the Doric style), and later
even biconical [entasis). On the whole, however, abstraction was limited to transitional
linking elements inserted wherever the main constructive volumes of the prism met
and rested on each other; the overall outline composition of the building remained
within the limits of the still prism structure.

Ancient Rome, as we know, adopted the stylistic vocabulary of Greece and Asia Minor
without changing much about the relationships employed by each system; the late style
of the Roman Empire, however, displayed an increased dramatic expression of the
basic masses, especially in architecture of the imperial villas (curved, even arching
fronts) so that it is rightly called Roman Baroque.

Italian post-renaissance Baroque, especially in Northern Italy takes Southern architec-
ture still further from the natural to the abstract. The basic Ancient forms and systems
it adopted, with their calm materiality and stillness, did not correspond to the intellec-
tual life of the Baroque era, and the way in which they were transformed illuminates
the way of abstraction. Baroque, as we know, added and extended, intensifying the
expression of all shapes by mounting and adding of matter: bases and heads of columns,



entablatures and ledges are more sharply profiled and cantilevered further out, in
their individual elements and in their entirety, the slabs of architraves and ledges take
on a diagonal shape and there are conical pilasters, consoles and pillars. Alongside
such means of intensified expression of the original forms, the Baroque also discovered
other means of abstraction working by gradual intensification: turning and moving
whole shapes from the original position they had held in Ancient architecture into posi-
tions that dramatically confront the core of the building at diagonal angles. Columns,
pillars in portals and towers in the front of churches all turned diagonally to the axis,
as if the matter of the building came to life and erupted or retracted inward, re-
arranging the formerly flat composition of the architecture. It is in essence the most
abstract idea and possibility: to allow a living forming force remodel whole facades

by lifting them and applying pressures directed outside and inside the foundation of
the building.

If Baroque abstraction depends on intensification, on enlivening and moving of matter,
the principle of the Northern family of architecture is opposite: it overcomes the calmi
and materiality of matter by immersing in it and detracting from it in the direction of
the third diagonal plane.

The manner of this penetration into matter is best manifested in the development of
the pillar in the nave of the cathedral system. This pillar is initially quadrangular, pri-
mary, its edges gradually become more and more faceted and its character grows
more and more in both directions of the vaults and ribs resting on it, not until High
Gothic is the original four-sided, unnecessarily massive pillar ideally and abstractly
replaced by a quadrangular, diagonally placed pillar. All the other originally prism-
shaped building elements went through the same transformation: strips, ribs, sup-
porting arches. Portals with their diagonal sides are, according to the same principle,
openings made into the mass of the facade; if their sides were directly vertical, cutting
into the depth of the wall according to the biplane system, it would mean that the
entire mass in this particular place would be cut out, abolished, while the diagonal
sides visually maintain the mass of the wall. The Gothic style clearly recognized

and consistently adopted the visual means of abstraction: the pyramids that end
obelisques, roof ridges and tower summits represent the correct abstract delimitation
of the building. There are beautiful explanations for this: if a tower ended with a
prism, it could run upwards ad infinitum; if, however, we replace it with an equally
high pyramid, the ending is definite and unambiguous; otherwise, the pyramid

is a plastic elevation and resolution of the upper plane of the prism of the tower,

from which it is as if lifted. The mass of the pyramid ends with a point, without

the possibility of continuing any further.

The countries of the East, starting with Egypt, have cultures that had grown together
over long periods of time in one direction; conditions, long accumulated, have there-
fore resulted in even more intellectual abstraction of matter in architecture. Egypt,

in its pyramids and temples, which certainly have abstract, diagonal elements in their
walls and pylons; India has an architecture of abstractly graded, repeated and added
plasticity, underneath which the very essence of the building disappears and architec-
ture becomes a kind of sculpture. China and Siam in their—to our eyes, strange—
buildings often abolish the last natural biplane shape of their structure; the pagodas
of Siam resemble accumulations of stalactites, while the roofs of Chinese temples and
palaces are curved and their ends raised on arched, wavy beams. This is architecture
removed as far as possible from natural building, becoming its second possibility:

a sculptural building expression.

Translated by Alexandra Buchler
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SURFACE AND SPACE Otto Gutfreund
Originally published as Plocha a prostor,” Umélecky mésicnik vol. 2 (1912)

Original human perceptions were sensual, leading to no particular rational conclu-
sions. It was only with the passage of time that man, frightened by the multiplicity and
vagueness of the shapes around him, wanted to confront the world, and find lasting
values and criteria by means of which he could settle his relationship with it, a rela-
tionship between a subject and an object. He searched for an aim and meaning in

life that would protect him from destruction, and clung to what was permanent and
unchangeable.

Desire for the absolute, without development or end, was the motive behind all human
thinking. Man was not content with simply letting life take its meandering, irregular
course through an unknown river bed, without knowing where it came from, where it
was going and why. He did not want to be a mere wave Iin an opaque, murky stream,

a wave that would disappear without a trace.

Each deliverance from this uncertainty is conditioned by faith. Religious faith—

that is, faith in absolute values outside life and human understanding—was the

first means of deliverance. Science—that is faith in absolute values gained by the
workings of the intellect—did not satisfy all of man's needs, as it did not give his

daily life a moral code. Philosophy, the result of faith in intellect, leads to nihilism

and skepticism.

Rational understanding represents the solidifying parts in the stream of past life,

the firm substance of action, the salts crystallized from the living waters of

intuition. A learned man, representing the human type bearing the defect of faith

in intellectual values, is standing on such a part, on breaking ice thawed and

carried by the warm stream of life, trying in vain to stop the current of development
and to catch a glimpse of that absolute, eternal truth, mirrored in the stagnant
surface of the water.

The artist, representing the human type bearing the defect of faith in the senses, hears
in the stream of action the rhythm of waves breaking against the shore, sees in the
moving stream the reflection of cosmos, magnified by the rippling effect of the waves,
watches the impact of waves breaking against the firm, fatal shore, preserving and ~
ordering their rhythm, reflections and tragic impact.

The senses-rays transfer the image of life into the artist’s inner world as if into a lens
through which they pass denser, stronger, and more balanced.

The artist needs metaphors not only to express himself; he needs metaphors to rec-
ognize the state of his own soul. It is only indirectly, by means of his senses, that he
recognizes his own feelings. Without the mirror of a world perceivable through the
senses we would not know our own reflection, just as without an artist who observes,
there would be no reflection in the mirror. The senses transfer feelings into their

own spheres, creating perceivable images and words. We cannot speak even to our-
selves without words and metaphors. Every image, taken over by the senses from
reality, is a symbol of a feeling. The senses are the only medium between the artist's
self and the world.

The world is a phantom created by the senses, and there is no organ by means of
which | could gain an absolute certainty and which would divide the apparent from the
real. | therefore accept the world as a reflection of my own self, perceiving it and
evaluating it in the form conjured up by my senses, my inner physical organs. Feeling
does not distinguish a painter from a musician, poet from a sculptor, but they all
differ from the average man, their observations possess the power of a vision, they
are much more intense. They do not describe the object gradually from all sides,



but perceive it and evaluate it simultaneously, guessing its inner value through its
surface. Between them, they differ only according to the sense sharpened at the
expense of others.

With the painter and the sculptor, it is the same sense—the sight—that acts as a
medium between the subject and the object. The results should therefore be the
same. The sculptor however sees in the mirror of life’'s surface the image of himself,
while the painter sees through the surface, penetrating the secret of the stream.

A statue Is not a dematerialization of reality, as is a painting, but a dematerialization

of images born inside its creator.

Comparing, somewhat boldly, a sculptor and a dancer, | would say that the dancer is
inspired by music, materializing and transferring into reality the mental state aroused
by music, turning it into art perceivable by means of sight. Although he appeals to the
sight as the mediator between his dancing and the perceptions of the audience, he uses
his own memories of visual perceptions of reality to portray an abstract musical impres-
sion. The musician, whose medium is immaterial, does not need visual interpretation to
express himself. [The complex form of opera is the result of an opposite process: music
elevates the drama enacted on stage into higher spheres of unreality.) Dance offers
the viewer a graphic and material expression of inner feelings.

The sculptor draws on his inner fond, not on visual perceptions; he draws on ready-
made motifs, just as the dancer draws on musical motifs, or the sculptor, for instance,
on literary motifs. The outcome—the statue—is a materialized impression created

by a motif. To recapitulate: the sculptor materializes directly a vision reflected in his
soul, and only later does a reflection of visual perceptions enter the creative process,
in the same way as it happens in the case of a dancer. He imagines himself to be the
character representing an idea or experiencing a great passion, a hero or a martyr,
and his inspiration is fertilized by an existing motif to give birth to the work in great
pain. The sculptor realizes an imaginary idea in real space in a material form, stopping
the flow of development by spatial materialization.

If we follow European sculpture in all its peaks, we always find this tendency to
express visually and by means of symbols religious feelings, intellectual movements
of the time, or, if art is an expression of an individual person, the tendency to materi-
alize emotions and transfer them into space.

Ancient Greek sculptors created tangible gods from imaginary ideas, dragging them
down from the highest of celestial spheres and incomprehensible spaces, and placing
them into the real world, a world that was being born around them, was evolving and
dying, while they represented the eternally unchangeable, the halting of time and
change, the transference into space. |
Donatello finds inspiration in John the Baptist, a biblical and therefore literary ascetic,
and creates his material image with the aid of abstract means.

Rodin’s Age of Metal symbolizes the sculptor’s time just as Donatello’s David symbolizes
the Renaissance. La Vieille Heaumiére was inspired by a poem; The Citizens of Calais,
John the Baptist or Balzac are based on ready-made subjects. This list—to which we
may add the Mask with a Broken Nose—also includes Rodin’s best work, and it seem-_:'. as
if the rest were mere preparatory studies for several great gestures. Rodin’s naturalism
is a means, not an end, a means shared by a whole generation.

Gothic sculpture avoids any materialization of the highest concept of Christianity —

of God. The Gothic approach is perfectly expressed in the open, flowing space of
Gothic architecture. God remains outside time and space, and becomes a visible
symbol only in the form in which he appeared on Earth, in the figure of His Son.

The rich sculpture of gothic cathedrals is a choir explaining the mysteryfr to 'the
faithful by visual and symbolic means, while the highest concepts remain hidden

to the eye.
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If we consider the Gothic to be a movement with a common formal sensibility and we
compare the forms of Gothic sculpture and architecture, we will be left with very few
ctatues that could be described as truly Gothic. Gothic architecture denies all tangible
volume: it scoops up matter and replaces it with surface (the Chartres Cathedrall. In
architecture, dematerialization into surface was not enough; the surface-wall is later
replaced with slender supports. In other words: surface returns to its original form—
the line. Gothic sculpture stopped at the first step towards dematerialization. The
highest goal achieved by the Gothic tendency in sculpture is the substitution of volume
with surface (Vézelay and Moisac). The relationships of depth were transformed

into relationships of surface by dematerialization of volume and its transformation
into surface, into relief. The remaining so called Gothic sculpture with its sensibility
belongs to Romanesque style, while its later phase could be described as Baroque
Gothic. (Baroque here means any art that has lost its ethical sense, which has in turn
loosened its formal sense.)

To use the comparison with dance once more: original dance was the expression of
physical desires, and a typical example of this is the dance of Salome, which, like most
oriental dances, is practically a sexual act with realistic movements performed in a
rhythm. Dance as art has progressed further, its means are more abstract, it expresses
desire and passion by its very rhythm and dynamics.

In sculpture, African sculpture represents elementary perception of plasticity. The
physical, material visualization has the same expressive potency as oriental dance.
Today's sculptor goes further, replacing the very volume with illusive volume —surface.
Moving surface is volume in the making and ceases to be form measurable by intel-
lect; its function is taken over by the moving surface and a statue is no longer time
stopped and transformed into space; it is an expression of flowing action, of incessant
movement whose rhythm is identical to the rhythm of the mental creative process,
before the thought settled as an idea. Real volume measurable by intellect is carried
along and hollowed out by the stream of intense perception; a statue is no longer a
conglomerate of volumes, the surfaces of which we gradually see through, surfaces
that are petrified fragments of time and at the same time incessantly rippling illusions
of volume, whose currents tear at the banks of the delineating space and carry them
away, with eddies suggesting underlying depths and currents reflecting fragments

o

of reality without ever ceasing to flow.

New sculpture knows no weight, as its real volume is replaced with surface. It there-
fore also knows no center of gravity. And this is where the main formal difference
between Baroque sculpture and the sculpture of today lies. The dramatic pathos of
Baroque sculpture consists in the shifting of the burden from its own center of gravity;
itis a struggle of two forces, the balancing of a falling weight.

The seeming similarity between Baroque sculpture and sculpture of today lies in the
richness of movement and vitality of form. In Baroque art, this particular movement
was given by a lack of balance of the forces struggling within; today we strive for a free
development of action without signs of struggle. Struggle without a final balancing
always carries a sign of pathos; it is struggle for the sake of struggle, a show of strength
rather than real power. It is certainly not strength disciplined in the service of an Idea,
but tension for the sake of the dramatic effect of suspense. Rodin and Bourdelle have
taken from Baroque art the shifting of weight from its center of gravity to the limits of
static possibilities, in an effort to achieve a dramatic effect.

New sculpture is sometimes criticized for its bas-relief quality, which is seen as a
manifestation of lack of three-dimensional understanding. It is true that new sculpture
has this relief quality, and this is a result of its tendency to take everything in from

one point of view, to enrich one point of view by hinting to others, to concentrate an
all-encompassing richness in each point of view.

¥



This path leads to new formal possibilities, new conditions and new questions. To find
answers to these questions is a task for a strong personality, who will have to resolve
them not theoretically, but by means of intuition, in accordance with the prevailing sen-
sibility. The answer will then ensue on its own from the conditions and views of the time.

Translated by Alexandra Blichler

il

ON THE VIRTUE OF NEO-PRIMITIVISM Emil Filla
Originally published as “O ctnosti novoprmitivismu,” Volné sméry 15 (1912]

The synthetic movement, which has inspired developments in painting over the past ten
years, leading to a plainer, simplified expression, is still seen as a manifestation of some
jaded, over-sophisticated, amoral artistic attitude, an unhealthy historical anomaly or
at best an inane joke. Elucidation of the roots and essence of this new movement should
protect it from prejudice and present it to impartial critical judgment.

Unlike in the case of music, an art of pure abstraction and therefore of a perfect, one-
directional unity, the role of painting falls into two categories, because of its necessary
respect for abstraction as a form of expression and for reality and nature as the source
of its creative inspiration. In this sense it is analogous to literature whose medium,
the word, has its sound, melody, rhythm, at the same time signifying a notion, idea,

or object. If we follow the history of painting on the basis of this assumption, we can
compare the development of the art form to a wave whose curve moves between two
extreme points, one of which is an excessive love of reality and nature, and the other
a love of abstract, purely formal beauty. Such development then appears to us as a
struggle whose final aim and meaning consists in a harmonious balancing of the two
tendencies and in finding equilibrium between a sense for nature and its formal
equivalent. In the history of painting, one pole is represented by primitivism and the
other by classicism. Primitivism came first, being the cradle and source of creative
efforts progressing towards classicism, which represents a conquest of reality by
means of abstraction and form.

Primitivism is nothing but the recognition of one’s own inability to fulfill formal
schematism in a unified way, by means of a detailed, natural form. On the other hand,
an artist is seen as classical when his painting skill makes it possible to maintain a
unity and order in a work, despite numerous individual details. Creative ability then
coincides with a sense for motif, reality, nature.

It is the duty of every perfect painting as a complete whole and orderly organism to
achieve a clear, comprehensible expression. A primitivist achieves this with simplicity
bordering on asceticism of form, motif, and movement. This moderation is the conse-
quence of virtue; the artist knows that complexity, insufficiently managed, would
necessarily lead to chaos and illegibility. A classicist, by nature extravagant and percep-
tive, produces a classic of form by virtue of organizing rich and complex multiplicity
into a well ordered, clear whole.

The development from primitivism to classicism moved either through traditional
work from generation to generation, or through the work of exceptionally talented and
sssertive individuals of genius, who sped up the process of development from primi-
tivism to classicism, and even to the baroque, representing the extreme of lavish
expression. Throughout this development, a liking for reality grew, until it ended with
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naturalism, a movement justified only where it rested on a long tradition and on a
highly cultured form. It makes sense only when, as in the case of Rembrandt, it is the
outcome of a development. Otherwise it is a symptom of lack of direction, a negation
of development, coming to the fore whenever the old conventions of style and expres-
sion begin to die and no longer serve to express the life of an era. At this stage,
naturalist artists arrive as revolutionaries, wasting creative energy to bring down

old dogmas and customs, without the possibility of a substitute, without the promise
of a new form and style. Masaccio is celebrated in Italian art for moving beyond the
schematic, hieratic, rigid style, beyond impotent and uncomplicated primitivism
towards reality, life, nature. It is not certain, however, whether this step was made at
the expense of discipline and purity of perception and expression. Trying to bring his
work closer to nature, he added shadow, maintained a unified optical field in relation
to shapes and space, and allowed local color into his paintings. It is necessary however
to ask whether it may have been the case that with Masaccio, a lesser talent entered
Giotto's school, an impatient, ruthless naturalist with immature naturalistic appetites.
Every untimely instance of a desire to become a classic carries with it a threat of
brutality, aggression and blasphemy, and is a symptom of complacency and uncritical
attitude towards one's own capacity. From a historical point of view, minor talents
working on new problems, or primitivist artists starting from the beginning, have

a moral right to claim a place in the closed visual arts culture alongside an all-
embracing genius who develops certain principles, taking a particular direction to

its conclusion.

Our era is experiencing a strong primitivist movement, akin to the attempts made in
search of an expression in paining in the early Middle Ages. Yet the Italian primitivists
were no barbarians, unfamiliar with the secrets of formal beauty. Giotto and his school
were the true heirs of previous visual cultures, and there is a direct, uninterrupted
line of development leading from Byzantine art and mosaics to Giotto's frescoes. These
artists invest the Byzantine formulas with a new emotional charge, adopt their formal
language and develop it further. They are not then primitivists without tradition, with-
out a legacy of the past.

Modern primitivism is however driven by different efforts than its mediaeval version.
It builds on more one-sided premises, leading to a total renewal of form and its prin-
ciples. This one-sidedness necessarily arises from its role as a reaction to the preceding
Impressionist movement. Modern primitivism is practically without tradition: it builds
from the beginning.

The greatest problem with Impressionists was their indifference to the constructive,
compositional essence of the work. They lacked a sense of style, of the rhythmic pathos
of the work, a sense for the monumentality and unity of form. The Impressionists
were still connected with the tradition of old masters through Delacroix, but their suc-
cessors, the Neo-impressionists, who took their creative principles and methods to
the extreme in their obsession with the details of their color system, forget the frame,
the structure of the work. Manet was the only one of them who sensed the Impossi-
bility of creating a work of art equal to the paintings of old masters in the style of
Impressionism, noting correctly that its freshness of the touch. iImmediacy and sketchy
guality are not enough to build a monumental work of art. Already at the time when he
proved his constructive power and connection with tradition, he was convinced that
the impressionist method contradicts the ideal of painting. At the time when he painted
Olympia and Dejeuner dans UAtelier [Luncheon in the Studieo], he abandoned the charac-
teristic breaking up of form into spots and gave line the main expressive function; the
tonality of individual parts is kept at the same range and contrast of wide color planes
Is used to constructive purpose. Even in his last years when he adopted Monet's method,
he still returned to the tradition of his younger years, whenever he wanted to resolve



a more serious, monumental problem (Desboutin, Fishermen, Workers of the Seal).
Painting based only on visual perceptions does not create a monumental work of art,
because the senses convey data, facts—nothing more. It is the logic of reason that is
instrumental in constructing a comprehensive view. Impressionism was acceptable as
a method of painting only as long as the artist was a genius and as long as he could at
least partially replace the necessary stylistic conception and consistency with his indi-
vidual approach. An ingenious conception has to do with concentration and economics.
Seeing nature in a monumental way means transferring a multiplicity of forms and
complexity of shapes onto a very limited number of original shapes, resting on a process
of simplification, which reduces multiplicity into unity. Every one-sided method iIn
visual arts has its hidden dangers, which eventually claim it and which are manifested
first and most tangibly in the work of mediocre talents. Impressionism, as a school of
sketching, of individual, random creation, and optical perception of reality meant that
the mediocre painter sat in front of nature, without discipline and instruction, but with
the courage to communicate the most complex natural phenomena. He had the courage
of a great master, a classic, who congquers detail by means of constructive power, which
is a manifestation of “artistic conscience and a proof if its integrity.” Creating a work
of art does not merely mean placing individual facts next to one another, for being

a creative artist means to be able to take possession of natural creative mechanics,
observing and following the creative principles of the universe.

Modern primitivism as reaction to Impressionism is necessarily one-sided. The primi-
tivists' effort merely aims to establish a new convention of form and conception, and
is exhausted in structural construction. Yet, it would be wrong to accuse these experi-
menting pioneers that they lack a sense of reality and its emotive value. In their
moderation, they do not attempt to deal with more complex subjects, restricting
themselves to still life, landscape, and studies of the human body. Their poverty is
voluntary.

A tragedy of creative spirit is the case of an artist returning to primitivism while
lacking an adequate form for sophisticated, over-refined psychological states,

whose emotions are too deep, expansive and personal to be fitted into the limited
primitive form. Such artists inevitably overflow, leaving the narrow restraints of
formal principle and technical discipline, and become anti-visual in the deepest

sense of the word.

The danger of neo-primitivism is internal and not as immediately obvious as the danger
of Impressionism. It consists, above all, in a deliberate devaluation of reality, in an
indifference to the task of achieving a balance between the abstract form and object,
2c witnessed in the work of lesser talents and voguish imitators. The creative problem
is not resolved by the will of form per se, the new form must be derived from a new
perception of nature, it is necessary to search for a shorthand for motif, rather thar?
fill a readymade formula with a violated motif. The second danger lies in a rigid insis-
tence on dogmatic prescriptions and stereotypes.

An adequate expression of the primitive will is the work of the younger generation of
French artists. They seemingly tend toward perfect monumental and decorative works,
in their desire to return the painting on the wall and to achieve a closer connection
with architecture. Here the word “decorative” is not meant to be pejorative, as it is
used so often today to describe empty works with no content, which do not position
the expressive agents actively against each other, where the dramatic impact of its
components is minimal, whose form is lifeless and whose overall character resem-
bles ornamental wallpaper. | .
The proper form of neo-primitivist art reflects the effort to achieve utmost abstraction

and dematerialization. The view of form is not optical, perceptional; it is governed by
consciousness, composed, reflexive, notional. Neo-primitivism develops form in color
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planes, avoiding all perspectival shortenings, excessive movement, anything that could
disturb the balance, calm and completeness of the painting. They try to achieve utmost
motionlessness, a state of stasis and symmetry, making stasis the dominant composi-
tional principle, the basic element, almost a geometrical center.

The neo-primitivists’ effort is however nothing else than a preparatory developmental
stage directed towards the ideal of all art, stylistic classicism. Their honesty, self-denial
and respect towards laws of development are virtues showing integrity and thereby

promising and guaranteeing a new future.

Translated by Alexandra Buchler

Il

INTRODUCTION TO THE SECOND SKUPINA EXHIBITION CATALOGUE
Vaclav Vilém Stech  [Autumn, 1912)

This is the second exhibition comprising the work of members of the Visual Artists
Group, on this occasion adding examples of the work of foreign artists working along
the same lines.

This time we are inviting artists from abroad under different circumstances than before,
since we are presenting them not as the apex and unattainable model, but because we
consider them colleagues in a common endeavor and because we want to show the
entire, and so far incoherent, range of the great intellectual movement, involving all the
progressive forces of Europe, in as many of its aspects as possible.

We do not know as yet the direction and precise content of this movement, and it will
be long before we do, but we can already observe its characteristics, and we can see
the world fundamentally changing before our eyes, a world we have taken over from
previous generations and to which we are gradually growing unaccustomed. In this
rebirth, art is not a mere blossom growing apart from human struggles and in the good,
fertile soil of existing culture, but becomes, in this very moment, a direct collaborator
in the building of a new society. It carries out a cleansing, critical work, simultaneously
creating new general values. It first demolishes the expiring old world; or rather, it
demolishes the one last form of its eternal quintessence. It criticizes all the relation-
ships we had considered explored and secure —what we see and feel, the relationship
of man to nature, to colors and shapes through which it blossoms, examines the pro-
portions of tones, feelings of bliss, combinations of rhythms, ideas of plasticity and
flatness, perceptions of beauty and measures of greatness. Our eyes slowly become
accustomed to seeing in a different way from the generation of Impressionists, we see
more and more different things than were seen and enjoyed by those who immortalized
their ideals of live and art before us. From the ruins of old nature and old beauty, art
builds the first conditions for a new concept of life, new shapes filled with their activity,
their need to talk and express themselves in a form elevated above the temporal exis-
tence of an ephemeral subject. Art is acquiring a new ideal quality, a new quality of
being unreal, more emphatically and consciously independent of the direct appearance
of phenomena, new means and forms to express action and movement, in matter gov-
erned by a new logic and different intellectual conditions.

A great historical interest prevailing throughout the nineteenth century, a great his-
torical justice that was its world task have carried out surgery on our internal organs
and opened the eyes of intellectual Europe, opened wide the doors to all the currents



of the past that were still alive, all the majesty and wisdom hidden in the art of the
exotic and natural nations of Asia and from the depths of Africa, the Japanese along-
side the tiny nations of the Pacific islands, praying to unknown gods, are today joined
in our work and desires, and their art, no lesser than ours, helped to release the
formal possibilities of a new style. If art of the previous era did not work otherwise
than with direct reference to nature, today’s visual art has the courage to work
through free form, free movement carried by form that has not been adopted from
nature, but created freely and governed by logic and laws derived mainly from the
inner organization of the work itself. Hence its unreality—the new ideal quality of
today’s artistic expression.

A whole new world is being created in front of our eyes that shall, of course, be con-
nected with the old one through what is permanently valid, permanently human, what
is added by man as a contribution of his spirit and as the unchangeable residue of his
existence to the environment he finds and shapes and by which he is in turn being
shaped and determined.

The aim of this exhibition is to give an insight into work in progress, as yet to be com-
pleted, to be an occasion for information about problems that are at this moment pre-
cious and necessary, and finally to contribute to the rapprochement between the artist
and the audiences and in this way to help recreate an uninterrupted chain of cultural
tradition, without which no art has ever flourished. For our work also needs nothing
else but to be able to express fully and freely all that is part of the life and growth of
our present.

Translated by Alexandra Bichler

Il

THE INTELLECTUAL BASIS OF MODERN TIME Bohumil Kubista
Originally published as “O duchovém podkladu moderni doby,” Ceska kultura 1 (1912-13]

All art forms have lately engaged with the question of the possibilities of style, and it
would therefore be profitable to examine the intellectual basis on which a style should
rest. Eras of unified style can be likened to a flower whose entire being works toward
producing a single beautiful blossom; modern times, however, resemble a flower
whose stems are like individual artistic personalities, surrounded by clusters of blos-
soms forming smaller groups connected to the main stem. It is a grape form, organi-
cally divided yet beautiful in its order as a whole. That is why artists such as Manet,
Cézanne, van Gogh and Picasso, despite their different visual methods, have one basic
characteristic in common, sharing a stem that is surrounded with individuals who in
turn share the roots of their era, and this plant transforms the sap differently than the
organism of a renaissance or gothic flower.

It is therefore not possible to reject Monet because his working method is different
from Picassos; each has sprung from the intellectual soil of his time. It is true that
developments in the visual arts have lately taken frequent turns, with new schools
and directions appearing every five or ten years in resolute reaction against their
predecessors. Today | can nevertheless say that stylistic developments are not the
most essential aspects of new art: what we demand of new art, and what can bring

us the ultimate satisfaction, is a transformation of its inner intellectual essence. An
attempt to justify all the expressive possibilities of form is not futile; on the contrary,
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it is necessary and it has to come before a final creative process that goes on slowly
inside every human being. Yet it is possible to ask the following question: What are
the conditions that bring about fundamental changes in life and the creation of new
forms in the outside world? Look at a plant: resting in winter, seemingly dead, it
grows buds with the first rays of the sun, opens them up into leaves and blossoms,
and works toward bearing fruit. Having completed the process, it falls again into a
partial state of death, a state of necrosis. Observe a massive steam engine racing
along a given course, its wheels turning, its chimneys belching clouds of smoke, as it
rushes towards its final destination. Its substance is brought to life, just like the sub-
stance of a tree; beside the process of external change, both go through a change of
motive force, and anyone who is not content simply to register external changes, will
have to admit that this force is the precondition of all manifestations of life. A physicist
takes as axiomatic that energy is maintained through its changes: the transformation
of mechanical energy into heat, light, electricity, magnetism, etc. that governs inani-
mate matter. Animate beings are governed by a different kind of force, a force that
could be called vital and that pervades in various degrees the entire living universe.
Each individual is its embodiment and its carrier to a smaller or larger extent; in its
free form, it penetrates those mysterious realms of nirvana, heaven and the under-
world, outside time and space; it is a pure deity, hidden to the senses and invisible.

As long as man sought to formulate his relationship with this force, he created an
ideology, when he tried to imagine it, he created a personal deity, and by combining
the two, he created religion.

Accordingly, shifting the center of gravity to creation as an accumulator of a bound part
of transcendental vital force on the one hand, and shifting it to its free part, a deity,
creates two main categories of religious thought: atheist and theist. On the one hand,
the individual “|” becomes the center: on the other, the center is God with his creation.
All intellectual and spiritual processes and the entire organization of society are in
this case governed by man'’s relationship to this authority residing outside his personal
world. Those in power derive their authority from being in direct contact with God and
subsequently destined to rule those who are not so privileged. Kings were considered to
be either sons of God, or at least his highest priests, having been appointed by the grace
of God. The Jews were directly ruled by Jehovah, who made his will known to them by
means of certain signs. All other lower authorities depended directly on higher power
and indirectly on divinity. The will of God and his laws therefore pervades the entire
society, whose members wish to come near him, celebrate him and seek his forgive-
ness, if they had acted against his will, creating sacrifices and rites which have to be
performed in specific sacred places—in temples, so beloved by deities. |deologies
tending towards God and societies organized according to his will offered art, as a fur-
ther stage in the transformation of vital force, all possible variations of subject and
form—architectural, visual, verbal and musical. What mystical enchantment gave birth
to religious Hindu poetry! How thirstily did a tortured soul drink the sacred psalms of
the ancient Hebrews! How we admire the classical beauty of Hellenic epos and theatre!
See how the most essential dramatic theme develops from conflict between the law of
man and the law of God, how Gods’ vengeance and their curses pursue even the inno-
cent and devastate entire royal dynasties, how the Furies haunt those who have violated
divine laws and will be appeased only by a sacrifice. Religion offered creative spirits
lyrical, epic, dramatic, and, above all, mystical themes: what wealth of variations on
the theme of the birth of Christ was created by the Christian spirit; with what tenderness
did primitive and classical masters imbue the movements and features of the mother
of the holy child, what terror and dread are embodied in Michelangelo’s group of the
damned in his Last Judgment! A man expressing himself artistically in this way, acted,
in another form, like the man who fought bloody wars for the religious symbols of the



cross and the crescent, who tortured heretics or renounced the whole world and isolated
himself from life in a monastery or in the wilderness. Thus we shall understand that
the same force that has driven humanity to such acts of violence or to a life of asceti-
cism, was transformed into Egyptian, Christian and Hindu temples, into Michelangelo’s
and Greco’s Baroque or into an anonymous Gothic, and this happened in times when
man believed in God and his image —the immortal soul.

When man, however, rebelled against God and elevated himself into God's place, draw-
Ing on the endless sources of that mysterious universal force, the breath of nature,
called atman by the Hindus, the form of human society changed, as each individual
became a center of active force, and, according to its quantity, acted on other individ-
uals, subject to a law similar to the law of gravitation. People no longer listen to or
worship the representatives of divine power, who have lost almost all their influence,
but, still subject to the law of gravitation, they are no longer attracted to the rule of
sword or of religion, but instead to the power of an industrialist, inventor or another
authority of our time, who indirectly take possession of him, using him to their own
ends. The energies of an individual subjected to this unknown, strange force are sapped,
his power paralyzed and restricted by the one who possesses him, so that he feels as
weak and devoid of free will as an ancient slave. This phenomenon has long been
noticed in our time and brought about the efforts to restrain the excessive powers of
individuals by building organizations that would unite the weak so they could challenge
the force of a powerful individual. We have witnessed how various class interests have
created a number of formations and institutions, not just for the purpose of defense
but also for the purpose of creation, how the power of individuals is concentrated in
such organizations and gives rise to marvelous works of technology, to be accumulated
and in turn to draw weaker groups that gravitate to it. The law of gravitation governs
all aspects of public life, all industrial, financial, and political organizations, as well
as states, which no longer rely on the numerical power of their armies to act upon
others, but on their ability to create economic and social values that outweigh other,
weaker values.

Understanding this essence of modern life is important for art in the sense that new
developments are only possible—as this has already happened in literature—on the
basis of atheism, as strong as the basis of religion. The force of gravitation acts on
individuals and is accompanied by strong feelings and spiritual excitement, different
from mere fleeting moods, and it was the exploration of such states in literature that
has given birth to works of crucial importance. Each individual has experienced the
painful anguish of being manipulated by a force he could not resist and that made his
being open to destruction, as well as the empowering sense of triumph and security
that takes over his entire inner being when he succeeds in breaking the power of the
enemy, who may not kill with a weapon, but who kills by means of his influence,
unless his own suggestive power is broken.

An example of the exploration of such states of mind in literature can be found in the
work of Dostoevsky. The ingenious epileptic—perhaps precisely because of to his ill-
ness—entered the secret workshop of the soul, creating new values and poetic forms
from processes and feelings that are born in moments when a person becomes involved
in a relationship with another human being, and his inner self is trembling with an
unknown fear, pain, passion and pleasure evoked by his own active power or by the
power of the other. i
Wha* an indelible impression it must have been that forever bound the hero of his /diot,
Count Myshkin, to Nastasia Philipovna, at the first sight of her portrait, when he felt
as if a knife had been driven through his heart! That terrible wavering between 1the .
unhappy Nastasia and the proud, beautiful Aglaja, that mystical, terrifying relatmnjshlp
between the two men, the Count and Rogozhin—both are developed here and combined
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to an unprecedented effect. These are miracles of the modern soul as wondrous as
the miracles of the Old and New Testament, and the books, which contain them, are
our bible. Ibsen’s Builder Solness, a work generally misunderstood, also explores the
tragedy of bonds created by the force of gravitation working within the human being.
The young Solness forces everyone around him to serve him, evoking in the girl Hilda
an unforgettable sense of hope in life's possibilities, so that she returns to him after
ten years for the promised kingdom. But the Solness she finds is no longer young and
strong; instead, she faces a man full of creative power, but tormented by anxiety and
fear that someone young and strong shall come and take his power away. A strange
process is set off by this encounter: the center of gravity shifts and Hilda takes over
the role until then played by Solness, forcing him to climb, against his will, the high
tower of a new building from which he falls to his death. In our literature, a similarly
symbolic theme was for the first time explored by F. X. Salda in his Ironic Life, where
the writer Varjan drains and ultimately breaks the heroine Melchiora to revive the
source of his art, which he believes to be fading.

These examples suggest new possibilities for visual arts. Impressionism, in its lyrical
essence, was unable to develop dramatic or mystical themes, as its view of reality—
whether of a landscape or a man—was always the same and could not be turned

into its opposite. As soon as the artist takes possession of this hidden force, mani-
fested by life itself, he can differentiate it and develop conflicts, plot and tragic scenes
from its positives and opposites. To give an explanation of the nature of impression-
ism, | would choose the image of a circle of light with the artist's self placed in the
center. Wherever he turns, the diameter of the circle is the same. That is why it is
impossible to create a modern novel or drama by means of an impressionistic method,
which is suitable for realistic recordings of momentary, unorganized perceptions that
can be retrospectively tied up into a monographic and purely external unity, as in
Goncourt’s novels.

The dramatic principle, however, resembles a hyperbole in which the center of
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