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99636 960mb08d0, &mdsb@n8do, 3m@ogs

dmblgbgds gbgds dotggmo dbmagmom ®3dol 8gdwga 9hmzbaymo 0©gbhmdgdal Bgbobgd  obgn®lgdda
bgmmgbgools s shgodgddadol gesdthgdol bsombl. 83 dg@ommobmgols sdsbsbosmgdgmos bsBmaspmgdal
3maobhogn®do dmogmgdol 8gdndsggool dgogmmos. 83 dowgmdol dobgozom, §tmndbogds boBmasmgds s
306Hm3b900, bobgymadFogm ©s dmMsemo, bgammgbgds s Mgmogos. bgmmgbgded s sédohgdhnced dosphmas
Fobo 3g60mgdol genmsezgdgmo dpogmmdgoo - obhmeogmo dmogmgdol gomgamobiobgdom, gsgatdgamgdabs
9603670 8 MYaembnmo HoeEoEogdo. 5dob bogzme, yntsomgds d0d3yhgl Bgoboogomsmné mgzabgdgdl,
Gmdmgdog  dgodmgds  mobsdbs  0dbsl  gedmygbgdnmo, Gmgmb  LabgmdFogm  bhGmndhndgobs s
0b0g0@smyG Jmbemdyg, obg bymmzbgdedy. dsgomomsr, begmobagmBo gb Mbos ymagaomoygm mmangd 8
bogbag, 3gt3dsbosdo - ggbdtgbonmmds, opemosdo - 8bhodndo booswy. 8dgeb gsdmadabsty, bogmsdsBol
36900 by dmogsgogl gbmatgdol yzgms baghmb. dmmogogn®do gbmghrddo mommgnm dgdmbzgzsdo
bogombag s 860l gebledratinmo - 3sbadommdgdl s 3mbaymaghl bymmagbgosls s sédopgdhneobmseb
©83038069079m ,boghmedmbobm® Jgbgonmgdgdl. bhshos gobobomogl ggbm3dol 39969630 (3gedsbos,
o3B30, 0hdm0d) 83 bmEosmd-3ambndamo Eobin®lbgdol geblbgsggdnm, bofommdmog d5ds3bgdgm
30dm3m0bgdgdl.

Fomb Lagetromggammb bsbgmdfogm-
,‘ /‘ 906030 ©dMP300g0mmdal dmEag-
bol 893wya, Bmgoghmo gotrmggmo

dbohzato, dom Jmbol ©ogom 3o3odedy, Lobfogmgd-
mo@ 3060880 3ogdzgdegts (bné. 1). 35d0b 3ot0ddo
830bgs6nmoO bgmmgbgds bymeg o6 oym 73mb3y-
6900 ™, N30O®IM s 3ystse Bgbaadadnmo dmgmy-
bo. 3060gdom, 3obggmo Abmamom mdol g cmsgl-
dmbggnands ghmgbyamo 0gbhmdal dogded pobsgmgm
93603880 gsedFY39h0 33momydgdo ©d dscrsoogdol
d3600 3odmoff30s. 83 3bhog bogmzggmmomss 3bmdo-
™0 0hdm0sdo 8bhognéo bobol bgmmagbgdaligb dgmm-
)60 300676908 (38gdmoms, 2mG20m ©g 30603mb
393mddggos), Gmdgmog 39d0Bdol ddormzgammdals
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396om©3o LabgmdFogm pmdhtbs oggs. dotzgmo
dbmggmom mdob O™l 8gggbpo Jmobogodddy 8d3s-
6o 3903hbg3s 3BT bymmabgdsdog. dmfmugded
96mmdbs ©s Fabtngolbigb (rappel a I'ordre) sbodsdo
dobgs 3100830l v38bgetERma dmegéboddol 30¢0-
300. bgammgbgde sbams gbhrmzbamm bogddgl gdbsbyégdm-
9, G83 dooFgmEs, Jogsmoms, babsdgoda dsdom-
daemo Loddmmogol sbsbgol gBoo. sébsbymo obdds-
09000 0309000 dogol ,3amdbognto byamobzggomgds”,
Gmdgmog oo bbol gebdsgmmdsdo omzmydms
Bog3ErbggmMal 0Eybhmdol Laggndgmop. méogy blg-
bgogmo sb3gdpho oM bl 3ot0d3a dzbmagégdo
gm0 gahnéobiol - 206m byzgéobol 893mddgwg-
00d0. 1916 Fmobmgol dobo ggéFgérnmo bedydystg-
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00 by mo3bm 339360 ggm3ghdogm-3madmdogonto
bggdgdol g3etgamgddo dmgdgo. vdsgEMmPYMmE, bg3g-
60bo 0bGgdmEs dghogmergamo gedmbsbmydgdoligh
8 md30B0 3mBogool gebbodpzoggomom godmagggyds
BH6OJHOHO »3100830006 3mobogoB3sdwy” (Du cubisme
au classcime) (bné. 2). 83 b3 ™30 babgslidymos gg-
mdgheonmo 3md3dmBogool s dobo dotreoymo Fgb-
6030l odgggmo dognols P3omopgbmds, bmmm 31-
00830l motgdynmgde Jombgal g3gdss oygbgdymo,
6000300 0g0 906 gbdndbgdd Bhbgymo Jmobogoddol
bymolbdzgmgdeb. pogdm dghog, dobomdbos, dogésd
3100830 3036000390709, Hmamdy gghdsbymo dmz-
mgbo." 31008800006 Jemsobogo®ddg yzgmody mgemBo-
boggdo gowolbgmols dogomoml Focdmaagbl dsnbg
3030bmb bodydgzhgdo. 3sb gotzzgnm ghoddy onfym
boh3d 796 mgobh mdobog gbatol Jmobogyt bhom-
3o, 6ol Jggaswsg 9937330 3md0d3al Ledocfmby
dmgmgdo (bye. 3).

dombgoge 830by, o o6 0gmmolbbdgds gbgcol
bpogobdn®o dgmmegdol oy dmpozgdol gmmds-
mobiyn®o godmygbgds. dbahzmgmo Ggmcrzsbodsgool
0bgnébo nmbmgos 868 POCsMmE 0dohsgodl ggme-
dogmygo bodgstrmb obgmo dmogmgdobs, Gmambo-
308 9bgkol Bgdmgdgmgds, s6sdgr dobo gghfgnmo
dgomeols ssdphegost. 0dogsgool bsgzmowm, 96aal
dos(hzmds dmgdgmos dbmmme boggydzmoe Bgo-
doFg3b0m gosBtgdgmo bedyndsm dgmmoabs, Mmdmoal
d0Bobogss sdbmandndo bérgmymas s bhomoBsgo-
8.7 3bo(ztrmdols sdmEsabsl Focrdmsagbl ogemmaén
QmOIdmMo batobbol dopfggs 376900l de6dmbo-
7o gdbogmgools Bnbio sbobgol doBbom, H@Igmdog
Fabtogo 1d&1b3gmymaamos Bm3dgdal, Gogbzgdabs
©d Fmbols 39339md0m. d1bgdabdghyzgmgdobs o gg-
mdgheronmo bhomodsgool 83 bedagol Fysemmdom ogd-
36908 Logmgbmom bogby s, 83839 &ML, 33536 Fab-
603l ©ogd399gdetgdnmo bytsmo. 3gogase, bdomos
dmh0gg00 bomb 79660k IFmmostryg Jomgdols gedmbe-
byamgdgdobs, Gmdmgdog bobosmogdosh bobogboom,
gmEbomo, d©sdasbydo  dgbdbmdgmmdom, msdsdo
36hm3mO30gd0m ©d 3038670000, mam® 0gbhm-

1 SILVER, Esprit, 1989; TROY, Modernism, 1991.

30l 360z Mo 3mblhtrngdogdo. dsm ogoml Fecrdm-
800396l gm®™doby o obss®lbol Pospm o gmebsmo
gbommdy - esprit Classique - oby gmobogydo bnmab-
33007909.°

899mombodbymols bodomobdobm dmpgmo oym
G m3sbHoBdo - romantisme, Gm3gmog bangnbol -
boFgobosb 1920-08b Femgosdwy doohbymes 8gdmg-
d9900m0 gadmbohzol bgashon® gm™dsn. dobmsb
sbmgadgdnmo ogm, 3otz Gogdo, smdmbagmndo
8 3g6dsbymo bgmmgbgds. 0mzmydms, MGm3 0b-
©030070@oboPohn,  gBYPOYWO,  BIRIFIMOHOILO
©d dm7mm3sgo mdsbhoddo g9 0gbgds 3mmadhon-
60 ghm3b7mmo 0gbHmdl gsdmabsgzgmo - dobogoom,
dommme 3ol Fobssmdwgg dodstrorgmo. dohzgmo
dbmgmom m3dob O™l gmggmogy gb soboby otrgn
dmmobol o bbgsms dgdmgdgogdsdo, €mdmgddog
boahdsl sbbodgh bodtrdmmm sempyobgdsl s dgdsta-
0908, 39mmmogddl s bagombamoddl, Gmdgmog
3bgotomgol 9.7, 3vg0:0830b, 0bphgmgdhnemeddal,
Beagoogmoddobs s 0bogoEemeBdol MmIdbHogm
9368030k,

1307600, 3368 gb EabMbgde 0ebbdmdsdo 3g-
0dmgds dmgoegl ghmgbnm © gmboggt gbogmmm-
3016 0300330 33930bmdb 03 bobom, Mmameomsg
0bobo gebobomgdmes 03 dghomols ggadsbosdo. 1910
Fanosb dmymagdnmo, gdbdtgbombobigdel dgdom-
©ym 30dmEgdgddo: dogomoeme, ,domadbagno® (Der
Sturm) g3bgwgos mdognto biomab (gebbognmergdom
30 3m(H0dnto bhomol bogsmgodm dhodhgdol) dodg-
0060 303bmabogoal dbgsagbo hgdbhgdo, GmAmgddog
gm6dol gbghgomo ©s ©0bsd0gnto sdmms Fetdm-
hgbomos, dmameg badygstmb dghegzodogndo gedmbe-
HIL Yol 0@y,

30m3gmd 36063960l bdhmdgodst gowsdfy-
3900 Gmmo 3gobérnms gghdsbymo 9dbdcgbombod-
dob mgm™ool Hedmysmndgdddo. v3(HmMO 8ydmNdgdl
3oblbbgsggdsls 3todogogm gmmdsbs - Jmobogoddol
5 9dmboggan  8sd0sbl  dmdob.  30dodonmo
88308b0bgab  gobbbgoggoom, Mmdgmog dodstrosgl
030038dmbspz0l  obhognc-sopbmdogh  gm®dsb,

2 BLANC, Du style, 1863; LAPAUZE, Ingres, 1911; GILLET, D’Ingres, 1922.

3 GASQUET, Un peintre, 1920.

4 WORRINGER, Abstraktion, 1909; WORRINGER, Formprobleme, 1911; BUSHART, Geist, 1990.
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3amabogBdol 93056l 306 msw st swg3l dbtrgd-
Bg 3op0bs o gty bodystrmlb sébgdomo nemoddo -
gbmg®ygds 3339b0ghns, doaMsd dmgmgdnmos hggnm
©0gdnmgdsl. 0bbhebdhlbs s Fbmdagtgosl dméol
domsblol ©adygstgdalsl dgédgbo spot gdgdls (Eob-
bgbgbHeL bymmzbgdsdo ©s, boggmew vdobs,
3ommdL bsdystrmbmzgol sbommm3mdmmanma bobol
doggdol - 8ggasw, 0go Jabol sbpognd bgmmabgdsb.
3edmbogamgamo s©sdnsbo, dgmbyg otz Hocrnbogds
0bbHobghl o J063d3L 383906l bmogh mbibmsb.
bodgsml dodo obgg 03¢gol dognsl, ondgs gb ool
36 Ladgetrmb gogbmodols Bo8o, 8683y 3dEbMmd0ELD
30dmd0botg 8odo. 8ol ggas domgdnmo ambyg-
o0l ©odsdgs gabol gedmbyowgol npgsl, Gmdgmog
30bbGdeonmos ghabhosbmdobmgab. gatos vdabs,
dedmbogmydo bgmmzgbgds, dtododonmo bymmaby-
o0l Abgogbow, 0bFMsag0l sts dnbgdols 0dodogoabzgb,
360390 (H6sbLegbrgbhné-sdbhtsdhnm  5gghgdedo
dobo gosfysghobagb. boBgdobes s bodtdyol hethm-
9080 dmgggnmo smdmbagmmaéo bgmmabgds dgogogh
09009 1Ebmd Lop®3dglbs ©d 0Eydegngdsl. gmposn-
60, Gogmbg ob 8f bl smfghomo, 56 dogdotromgos
6m3gm0dg 3mb3Mghnm g3mgol. baggmasw 830bs, 0go
dm00B6gds, hmamg 3gédsbgmo bombol ggbogdmmm-
3060 dobsbosmgdgmo, G®3gmbsg Idzo0 ®ob
bgal gmbgdtngo ©adednmmdol onm3gdgmo 8ga-
6dbgde. Ggbodedobs, 8 396 bebsgm 3m3mboymso
mMgobym boBgol; of 0gtrdbmds momgmlb gogobymo
dndsmos, dndesmool dsmmbo, smdshgdnmo sébg-
0mdo, OmBgmog ©d3magowgdywos hgggmo ymzger-
©O07M0 3bmghydolasb.

by 6m3, 93 gdmbzgggzedo godmygbgdnmo bo3zeb-
dm 3mbegxrngdo O 0ggdo mgegndobsggdom dggbs-
003900 @MObgTm ©obn®bgol: Jmobogy, Gm3sb-
hognm, 3g€dsbym, smdmbsgmac goagdsl. Hmdsb-
10830 5 mEM0gbhomoddo, ghmo dbtog, 33g3mobyds
935096076 dmzmgboo, Mmdgmog dobb nobol
3mobogeBdol shbgdomow 33083 0gomb; dogMod,
dgmg dbcrog, Fotrdmowagbl 83 n3sbsb3bgmals sya0-
mgdgm, 3odvma30L7RmYdgm odomEbyosl. gl dm-
mdGmmddy §dbol ggbdtgbombobiynmo bgmmabgools
3008939309006 Laggndzgamb, Ghmamég gghdsbnmo

5 SCHEFFLER, Geist, 1922.
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dng6boB3dol 13g0g030L. dmImbogmmnto o ampo-
3960 bgmmmzbgdol 3333860 goodegds dogmsl 036gdL
mdob 3gtomedo s bym utm ddmoghso 033300-
690 vgomb Metrgmazols ghrmzbym ©olgn®bdo. 530l
3ogemomos 3ot dgagmgtols dmdnmotygmo Fogbo
»3M0H0376M0 byamobzggomgds® (Der Geist der Gotik), G-
dgmog 3o6ggmow 1917 Faaml sndgds.” dobo 8gbgon-
myd0m, gmHhgol asbbomzobol dmsegstns st bhomo,
868390 376sdxb07M0 Bm®dol 30md3mgdbo. o3 dyd-
0bg93030 ©od3909m00 gmbogn®o bhomol gatoyss,
O™l bomsgggdog ,3963sbmm 0bogosdogedo” 1b-
b 39d9000 - boggma 830by, 030 bES ©83000bmm
3mabogn®d o3 dghdbnm bymoliggmgdsbmob 3mb)-
GobHob geomBo, Hmamg Mmdsbhnggmo o bybpo-
dgbhomymo gm®dol 3mI3mydbo. gmdognto bogs-
mgMm Hedsto, 0bggg Mmamdg 076909, gnmobbdmal
Fobér0al, orndge 30 3dogo gobgomatgdols 3mpgldas
8 0838797393909 3B867d8b sbboggdl. 3m@n3ntn omg-
mgdd db3nmobn®, ddmgdgo s dobhndgmotgdgm,
adogamo 539dHob o godznsgdnmo oddmemoddal
QmEOId©. 3MH03I00 BmM3S 0bdgds bgdol godmbad-
30b396, godmoaghgdobs s dedghoblgb. gmbognto dg-
bmdob mogosmsgas bhGdhahs, m13as bogmgbmom
bogby o gmMdoo gdudtgbogmo. dob dgddbsdo dmbe-
Fommgmdl yggme, sbm dmdmdstrn bogmbo, Mowash g7-
900 868bEOML gmaggomsb 3d30wbo, sxmgmagogmbo
b 386dmbogmbo - dobodom, dvo Fomgm boBow gob-
939 38b1bobdzgdmmdols gérdbmds ©s 86s dodobgseb
0030b753mgds ©s 36900b0396 m@mags. dgédbgda,
dgmerg dbcrng, ymggmmzol gdgdwbgb Loddzogl, 39-
00b3mgobgdel 8 386dmbosk. dbmmme dommsb
9939809006908 bgddymmmmdnm  ©sbodbnmgds 8
bEOIdaMs gohyasb 3dzgboggosb.

83 godogad bgozedo smbgdnmo bgmmgbgdols
9308037960 9mBgzgds sbggg blbols 0d Igbosby
Gomb, Gmdgmbsg mdol dmmmbigh sbeghmo ggt-
3sbgemo 893mddgn doofghs. ,bgmmabgdol 33t m-
dgmos bodgmbo® oy ,domogol ggohagobda” dcrnbm
Ho00 96 0gm ghmeghma, 30bg cmbmzgws, ™3 my-
dob bogdosbmdsd, obggg Gmambrg bogsmgodm dhodéol
339690383, 76 Aesbsggmmb dmenopogs, bmmm
bgmmgsb3ds byemBo Mbos sommb sbabrdoldgmasw dmg-
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dg0 07dols boogggdo. dondonbol getamgddog, Mm-
dgmog 300386do 1919 Faamlb sssmbs ,bgammabgdols
ddcrmdgmos bodgmb® ghm-ghmds Fg3tds - goampg
atm3oyLas, dbgogbo dgbgonmgdgoo booyydgmae ©o-
9000 399mgddgms gobsmmgdols dgmmb. gl dgmmeo
bodaoldoo gbdosbgdmes Bnsbengnbmgseb bogsmgotm
hodéol 389bgdmmdsdy ghmmdmogo ddsmdol domb,
Gmgmby gb hobl 0073810l dobogggbpob® Hgdbdlbes
8 godmbebnmgdgodo, GmIgmms mebsbdsw bymm-
306900b8 ©d bgmmbbgdol ©sbodbymgdss Neuer Bau
— ,8m353m0l 8gbmdal“ 89ddbsdg dndomds. m3ndgb-
109 om0 Jhommasgos mombym 3gobobggtols
03(hmeOMo00 dbobogh ambognt Hodetb, Mmdgmog
gm®3omEyos Pogdse dmiggmomo bodzgmbs gogy-
6900bgsb, Mg momgmlb bboggdsw 0mahgds 3mbdmbol
306330z bodgsérmdo (L. 4).5

oo dsbHbobgols ogbérnmadgmo geblbigmegol
dodoto (Sternkirche, 1922), dogomomag, dbg3g oym
hoggod®rgdnmo, Gmamdg 93 Hodol ,gbhmosbo ggbs-
6gbombobdmo bymmgbgdols 6odnde“ (Expressionist
Gesamtkunstwerk) oogobo  godlbgmegol  gmmdal
306ggmo Latrmymob ggadom, Gmdgmog 3gbhtobagb
7036Om 9380mgd7mod. 0bhgbnghdo gobsbrhygmaolbs-
300 319d-Hrommob dmmsdsdy 83gtomagdom 0gddbgds
dmgodgndy 3odsks (byé. ). gb asbnbmégogmgdgamo
080000 3339006 3mbhHtobddos 0dvgg dgMomeols o
79660l 3Mobanm boggdmdsbmsb - Jomod mes gb-
Lol g3amgbosborsb beodé ©odo (Notre-Dame de la
Consolation - oGgdopadpmdo mgogbd gy, 1922-23
Famgdo). 8g dg0hmbols 3bLdGIgge0l dobagmals bobdgds-

363MYJ6d0I() WNOIMIOIMO:

30, 30530 ggm3ghtrmo 3GM3MGE0gd0 O géhrmnsbo
30bomgdd 2030 gabol ogagn® Jmsbogn® gmmads
(k6. 6).8

dsbmmgdom 1920-08bo Famgdol Logtrsbagmbe
b 39h3sbosdo s6bgdgmo bmgomnmpnéymo ©ob-
306760l 93 dm3gmyg dodmbogngols obsbénmb gmoegs-
Bmdo Hodgbndy Fgdoz0dg0gm 3m3gbhstl: Gmgm
3mabogno, oby Gm3sbhognmo bymobzggmgdol mg-
dg00 30Bbo@ obobogy mebsdyomdmzggmol Fosmdo
aonEbmgdol 3obpoal gagbhmosl. ghma dbkog, obobo
93bsbn6gdmEbgb dbshztrmo oBoobol 360bgndgoals,
Omgmhy ghmzgbamo dobsbosmgdmgdol, gobbodems-
6ol 93mEobsl. Fgbodedobs, momgml dgbsdmgdgmo

adbd abhmboobs s Focdogsmo Fy3ahmdol 133-
d39ma3s Fobbygmoosb 3mbybgondow dobooonmo
dm3dsgmalbggb. o 038830 dgdmeoals dogtrompoddoms
5 bogombomoBdom ozmgbmomo, 3y dmmoddo
b 9bgbgosmoBdo, Gomsg d0blbgds 3F3039 dmmsto-
Bogos gmobogn® ©d G™3sbiognm bamobzggomgdsl
dmeol. dobgsgsm vd0bs, blgbgdnmo mbo 3mbyge-
30d bampg®oo 03690l Igmry bstglh o Focrdmaoagbl
8359000 8bhodmeb. by Gmd, 1920-006 Famgddog
86 03 dbmdmes bodFohy gom3gnmo dggmmdgdo-
bo, Gm3mgdog 3086 obobogos Lobgégoal ga3gdhol
3ggdbol: dogamoms, BMebanmo gbmahgdal Fabolb
3amdmobs (savoir vivre) s gghdsbnmo 3bmdoldmy-
3069md0l Jgbodgdol gBom. mydgs obog vmbobadbsgos,
6 ™3 53 Fobd3ohmdgd0©b g3tmdgdomals dosbzmagda
dbmmme 1960-086 Fmgddo sdmodstrgs.
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ART IN THE SOCIO-CULTURAL SPHERES OF
WESTERN EUROPEAN MODERNISM

(Germany, France, Italy)

Christian Freigang

Keywords: avant-garde art, criticism of modernism, classicism, expressionism, romanticism, Gothic

hen in 1918, after the establishment of the inde-

pendent state of Georgia, some artists like Da-

vid Kakabadze were sent to Paris for studying,
they did not experience there an unchallenged, securely
established avant-garde art. (Fig. 1) On the contrary, the
national identity determination forced by the First World
War had led to decisive changes and paradigm shifts in
Western Europe. Well known is the programmatic turn
back to antiquity in Italy—for example in the work of Gior-
gio de Chirico—which was to become a state doctrine un-
der fascism. In the field of French art, too, a swing to Clas-
sicism became unmistakable during the First World War.
The call for unity and order, the "rappel a I’ordre", gave rise
to a comprehensive critique of Cubist avant-garde mod-
ernism. Art now had to serve the national cause. This was
done, for example, by incorporating patriotic signals into
the paintings. Above all, the “classical spirit” that had long
been invoked as the essential identity of France gained
imperative force. Both aspects can be traced very well
in the work of Gino Severini, the former Futurist painter
who lived in Paris. Around 1916, his cubist-like paintings

1 Siver, Esprit de corps, 1989; Trov, Modernism, 1991.

The article deals with the position of art and architecture in the discourses about national identities after the First
World War. Characteristic is the effort to design holistic models of society in which community and individual,
state and morality, art and religion can be united. In this way, art and architecture abandoned the previous endless
attempts to continue national and regional traditions through pictorial references to historical models. Instead, supra-
individual qualities are now invoked that can be equally applied to the structures of the state, individual morality,
and art. In France these are supposed to be logic and clarity, in Germany expressivity, in Italy antique greatness.
From these, concepts of beauty are derived that are supposed to encompass all areas of life: a political aestheticism
that is nationally determined in each case, and which explains the profound conflicts with decidedly “international”
views of art and architecture. The contribution examines the different, partly complementary, manifestations of
these socio-cultural discourses in the countries mentioned.

dealt with themes of war; in the following years, the pic-
torial compositions appear increasingly inscribed in strict
geometric compositional schemes. At the same time, the
painter began to paint figuratively, and to fortify this he
wrote the tract "Du cubisme au classcime" (From Cubism
to Classicism). (Fig. 2) Here, above all, the eternally or-
dering power of geometric construction is praised. Cub-
ism was in guestion, because in its dissolution of form it
did no longer correspond to the alleged Classical French
spirit. Even more, Cubism could paradoxically be defamed
as German.' The most conspicuous, though not permanent,
shift from Cubism to Classicism can be seen in the work of
Picasso, who at one point began to paint in the classicist
manner of Jean Auguste Domingue Ingres and thus devel-
oped counter-models to Cubism. (Fig. 3)

However, this is not a formalist recourse to stylistic
devices or motifs of Ingres. The discourse on artistic reor-
ganization demanded precisely not the mere imitation of
the formal world of models such as Ingres, but rather the
adoption of his pictorial method. Ingres appears here as
an example of a carefully conceived working method that
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aimed at absolute perfection and stylization, not mere im-
itation.” The task of painting was rather to achieve a per-
fect formal quality which gave the true image of the har-
monious creation of nature ordered according to measure,
number and weight. The synthesis of nature study on the
one hand and geometric stylization on the other evokes
liveliness and order at the same time. The omnipresent
motifs of female nudes in reclining poses thus form imag-
es of fullness of life, humanity, sensuality, and beautiful
proportions. They are to be seen as French constructions
of identity, whose ideal is a perfect and yet vivid unity of
form and content, the "esprit classique" (classical spirit)*

The counter-model to this was "romantisme", which
from the beginning of the century until the entire twen-
ties represented the negative form of artistic expression.
Above all, the art of the Orient or Germany was associated
with it. Individualistic, vain, ephemeral, immoderate and
exuberant, romanticism can in no way represent national
collectives, but can only be directed against them. In the
period around World War |, this was expressed in numer-
ous contributions by Charles Maurras and many other:
War enthusiasm, activism, catholicism, nationalism are
praised here as polar solutions to the alleged romantic
decadence of pacifism, intellectualism, socialism, and in-
dividualism.

Strangely enough, these discourses can be brought
into line with national and ethnic psychological self-de-
terminations, as they were discussed in Germany at the
same time. Here, however, it is often an invocation of the
Middle Ages that is juxtaposed with the ideal of Clas-
sicism. In expressionist organs such as the journal "Der
Sturm" (The Storm), hymn-like invocations of the Goth-
ic, especially the gothic cathedral, have appeared since
about 1910, in which an energetic and dynamic dissolution
of form is presented as the ideal of a metaphysical repre-
sentation of the world.

Decisive for this theory of German Expressionism
were above all the writings of Wilhelm Worringer.* He
distinguishes a primitive from a Classical and an Oriental
man. In contrast to the mystical-unconsciously express-
ing Primitive man, the Classical man is no longer suffer-

2 Buanc, Du style, 1863; Larauze, Ingres, 1911 ; GiLLeT, D’Ingres, 1922.
3 Gasauer, Un peintre, 1920.

ing from the former fundamental duality of man and the
outside world; life becomes more beautiful, but loses its
grandeur. In the balance between instinct and under-
standing, the Greek man is no longer aiming to transcen-
dentalism in art, but instead pursues the anthropomor-
phizing of the world, and in this respect has created the
ancient Classical art. The Oriental man, on the other hand,
returns again to instinct and loses the connection with the
spiritual knowledge. Again, fear of the world sets in, but
not as fear of the recognition of the universe, but thanks
to its recognition. The resulting mental tension develops
the idea of redemption, which is constitutive for Christian-
ity. Also, Oriental art strives, like already the primitive, not
after nature imitation, but after transcendental-abstract
coloring. Bound to line and surface, this oriental art con-
tains an unknown depth and mysticism. The Gothic, which
is described here, does not refer to a particular epoch, but
is meant as a psychological characteristic of the German-
ic people, characterized by the basic feeling of a mental
tension, which never comes to rest. Therefore, there is no
harmonious organic line here, but one feels in agitating
stupor, in restless pathaos, a higher life, which is indepen-
dent of natural everyday life.

Thus, in a striking way, key concepts and topoi are ap-
plied here that are comparable to those of the French dis-
courses: classical, romantic, Germanic, Oriental—but they
are each activated differently. Romanticism or Orientalism
appear on the one hand as a decadent undermining of a
basically eternal classical ideal, and on the other hand as
its necessary, emancipatory overcoming. These polarities
form one of the foundations for the self-understanding of
expressionist art as specifically German modernism. This
understanding of the Oriental or Gothic is reinforced in the
course of the war and increasingly enters into national
discourses of dismissal. An example of this is Karl Schef-
fler’s widely read book "Der Geist der Gotik" (The Spirit of
Gothic) first published in 1917.° The gquestion of Gothic is
not about styles, but about fundamental form complexes,
and here the Gothic style, which goes back to "Germanic
initiative", is not to be ostracized, but is to be contrasted
with the classical or greek spirit as a romantic and sen-

4 WorriNGER, Abstraktion, 1909; WorrINGER, Formprobleme, 1911; BusHarT, Geist, 1990.

5 ScHEFFLER, Geist, 1922.
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timental form complex. The Gothic cathedral, like nature,
also contains order, but remains in eternal development
and orgiastic exuberance. Gothic is considered the mas-
culine, procreative and stimulating form, the form of heroic
affect and the exaggeration into the symbolic. Gothic form
wanted to express will, to increase and motivate it. The
basis of every building was the construction, but it is full
of life and expressive form. Everyone had a partin it, it was
a people always pressing, because Gothic men were never
serene, calm and harmonious, but tormented by a sense of
responsibility, not free of fear and a will full of passions.
The Greek peoples, on the other hand, sought reassurance,
euphony and harmony. Purpose and construction only here
are willingly submitted to the beautiful appearance.

The metaphysical exaltation of art effective in this
Gothic view also makes understandable the messianic
role that numerous German artists assumed toward the
end of the war. In the “Working Council for Art” or in the
“City Crown”, not only Bruno Taut demanded that a com-
munal activity along the lines of cathedral building should
take the place of politics, that the artist should take over
the leadership of an anarchistically functioning commu-
nity. The "Bauhaus", founded in Weimar in 1919 by one of
the members of the "Working Council for Art", Walter Gro-
pius, also translated such positions into a holistic train-
ing of artists that was emphatically related to the myth
of working together on the medieval cathedral, as can be
seen in the text and images of the "Bauhaus Manifesto":
Artists and craftsmen were to work on the "Neuer Bau",
the building of the future. The accompanying woodcut by
Lyonel Feininger depicts a Gothic church crystallizing, as
it were, out of energetically cut triangular shapes, which
seems to emanate again in the starry universe of the cos-
mos.? (Fig. 4)

REFERENCES:

The unrealized "Sternkirche" (Star Church, 1922) by
Otto Bartning, for example, was also intended to be a
building of this kind of Expressionist Gesamtkunstwerk,
with its star-shaped ground plan staggering upward to-
ward the center. Inside, countless iridescent jags of light
and shadow would have created a flickering vault.” (Fig.
5) The unrealized design contrasts very clearly with a
French building comparable in time and genre, the parish
church of Notre-Dame de la Consolation in Le Raincy by
Auguste Perret (1922-23). (Fig. 6) Here, material pureness
of the concrete structure, clear geometric proportions and
uniform illumination combine to create a perfect classical
form.?

To conclude this sketch of socio-cultural discourses in
France and Germany in the period around 1920, some ba-
sic remarks: The topics of classical and of romantic spirit
each tried to heal the fundamental experience of alien-
ation within modernity. On the one hand, they aimed at
defining artistic design principles as national characters;
thus, it seemed possible to perpetuate history and tem-
poral continuity from the past into a tendentially eternal
future. In the patriotically and nationalistically heated dis-
courses, profound holism and essentialism were at work:
art was the comprehensive and highest expression of a
national collective. This explains the sharpness of polar-
ization between classical and romantic spirit. However,
the complementarity of the two concepts is also striking,
representing, as it were, complementary antipodes. And
so, even in the twenties, there was no lack of isolated at-
tempts to gain synergetic effects from this, for example, to
constructively combine French life culture (“savoir vivre")
and German inquisitiveness.? However, it would take until
the 1960s for the seeds of the European Union to grow out
of such preconditions.

«  Blanc Ch., Du style et de M. Ingres, Gazette des Beaux Arts 14.01.1863, pp. 5-23.
Bushart M., Der Geist der Gotik und die expressionistische Kunst. Kunstgeschichte und Kunsttheorie 1911-1925,

Munich 1990.

6 Fromwm, Feininger, 2009.
7 Frings, Sternkirche, 2002.
8 Freicang, Auguste Perret, 2003, p. 235-256.

9 Vosster, Die romanischen Kulturen, 1926; WecHssLEr, Esprit, 1927; GrauTorr, Handbuch, 1930.

233



INTERNATIONAL JOURNAL OF ARTS AND MEDIA RESEARCHES « 2024 #4 (14)

Freigang Ch., Auguste Perret, die Architekturdebatte und die “Konservative Revolution” in Frankreich, 1900- 1930,
Berlin and Munich 2003, p. 235-256.

Frings M., Die Sternkirche von Otto Bartning: Analyse, Visualisierung, Simulation, Weimar 2002.

Fromm A. (ed.), Feininger und das Bauhaus: Weimar - Dessau - New York, [S..] 2009.

Gasquet J., Un peintre de la volupté : Dominique Ingres, in : L’amour de I’art, 1, 1920, pp. 179-185.

Gillet L., D’Ingres aux cubistes, in : Revue des Deux Mondes, pér. 07.08.1922, pp. 685-690.

Grautoff 0., Handbuch der Frankreichkunde, 2 parts, Frankfurt on the Main 1930 (Handbiicher der Auslandskunde,
val. 4).

Lapauze H., Ingres. Sa vie & son oeuvre (1780-1867). D’apres des documents inédits, Paris 1911.

Scheffler K., Der Geist der Gotik, Leipzig 1922.

Silver K., Esprit de corps. The Art of the Parisian Avant-Garde and the First World War, 1914-1925, Princeton 1989.
Troy N., Modernism and the Decorative Arts in France. Art nouveau to Le Corbusier, New Haven and London 1991,
Vossler K., Die romanischen Kulturen und der deutsche Geist, Munich 1926.

WechRBler W., Esprit und Geist. Versuch einer Wesenskunde des Deutschen und des Franzosen, Bielefeld and
Leipzig 1927.

Worringer W., Abstraktion und Einfiihlung. Ein Beitrag zur Stilpsychologie, Munich 1909.

Worringer W., Formprobleme der Gotik, Munich 1911.

ILLUSTRATIONS ARE USED FROM THE FOLLOWING WEBSITES:

David Kakabadze, sailing ships, 1921 (unknown location, © wikiart.org,
https://www.wikiart.org/de/david-kakabadze/sailboats-1921, public domain)

Gino Severini, proportion studies, 1921 (after : Du cubisme au classicisme: esthétique du compas et du nombre,
Paris 1921)

Pablo Picasso, Portrait of Olga Koklova in the arm chair, 1918 (© Succession Picasso, photo: Mathieu Rabeau/
Etablissement public de la Réunion des musées nationaux et du Grand Palais des Champs-Elysées)

Lyonel Feiniger, Cathedral, cover of the Bauhaus manifesto, woodcut, 1919 (@ Bauhaus Kooperation)

Adolf Bartning, plaster model of the “star church”, 1922, interior (© Institut fir Kunst- und Bildgeschichte, Kunst-
geschichte Humboldt-Universitdt Berlin, ancient photographic archives)

Le Raincy, Notre-Dame de la Consolation, A. & G. Perret, 1922-23, interior (© wikicommons, author : PMRMaey-
aert)

234



ART AND THE SOCIOCULTURAL SPACE « ART STUDIES

1. ©08300) 353900d3. 63300. 1921.
DAVID KAKABADZE, SAILBOATS, 1921.
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PABLO PICASSO, PORTRAIT OF OLGA KOKLOVA
IN THE ARM CHAIR, 1918.
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GINO SEVERINI,
PROPORTION STUDIES, 1921.
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LYONEL FEINIGER, CATHEDRAL, COVER OF THE

BAUHAUS MANIFESTO, WOODCUT, 1919.
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LE RAINCY, NOTRE-DAME DE LA CONSOLATION, A. & G. PERRET, 1922-23, INTERIOR.
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