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Introducerii si unei sele¢ii a catorva definii date expresionismului, le
urmeaz prezentarea surselor expresionismului. Plasate cimtext istoric,
radacinile expresionismului pot fi legate de victoria dla 1871, cand se instituie
n scoli necesitatea supredna disciplinei Schimbirile au apirut cu revoludia
industriak tarzie, dramaticul exod altaranilor plecai la ora. Cauzele
orientarilor Tn arta expresionidttrebuie @utate in atitudinea milita@dt crezul
social afirmat cu hairare, misticismul si decepionismul. Dintre scrierile
literare si filosofice deosebit de importante, cele ale luiebzsche exercit o
seducitoare atragie deoarece privesc arta gerniarca decaderit si propun
exaltarea creativiitii. In acelai timp conside# instinctul superior moralitii.
Arta exotiai, adici cea din afara culturii europene clasigiedin afara culturii
clasice a Orientului preziat analogie cu arta copiilor mici prin desenul
ideoplastic. Desenele ,roentgen” intalnite in pdlao, deformarile afective,
ntalnitesi la egipteni sunt preluate de expresigmi Masca unul din obiectele culturii
africane Tn care agim exprimate cele mai puternice sentimente umathgsea la apogeu
influenteaz arta expresiosiilor. E.H.Gombrich considearreferitor laarta romanica,
ca pe un pas important realizat in@rtenuntarea complet, larice ambtie de a
realiza lucrurile prin imitarea naturii Aceasta a creat o punte de &égra cu
generaiile de artsti ale secolelor al XIX-leai al XX-lea. Goticul artei create
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materia de spirit, masa de spal gol, naturalul de supranatural, inspiréa de
aspiratie, finitul de infinit Redescoperireagoticului medieval german vine in
Tntdmpinarea a ceea ce expresidni numeausi Tsi imaginau ca fiindpura,
autentica, arti vitald.® Matthias Griinewald picteaz ,Retablul de la Isenheim”
(1512/1515), de o mare importgn pentru expresiontii germani ilustrativa
pentru ,calitatea expresivititzii artei germane”, finalitatea operei fiind
fervoareasi nu repaosul. Problema secretului exis@nprin imagine, dilema
frumosului casi ,clarobscurul colorat” leags opera sa de cea a expresignior.
Pe Hireronymus Bosch teme precum Moartea, Teama, Distrugerea, Groaza in
lumea omului, descompunerea maral(in ,Lenea”), anormalul hibrid,
anorganicul transformat in organic,cadrajul” Tinteles Tn sens fotografic,
explorarea interiorului moral, il aduc foarte appeade artytii moderni. La
Lucas Cranach cel Bitrdn (1472-1553) urfenia este considerato insyire
,specific omeneasg’. In ,Rastignirea” (1502) de exemplu, §streaz intentia
deformarii caricaturale. O direct influenta din ,Venus” a lui Cranach, pictat
n 1532, Tntalnim la Kirchner ipgNud stand cu @larie”. Jorg Ratgeb (c.1480-
1526) este un maestru a$atirei imaginative” la care uréenia apare sinoniin
cu diformitatea moral. A vizat strile social-politice. (,invierea”) Albrecht
Altdorfer (1480-1548) Inftiseazi suferina dar #ra ,exacerbarea
sentimentelor; cu un acut sentiment al realiti. Natura partici@ ,la drama
umani epic desdsurata” Tnvecinali prin reprezentare oarecum cu pictura
romantia. (,Legenda Sf. Florian” 1525). Pieter Bruegel cel Bitran
(1525/1530-1569), cuprinde psihologia timpulycare vadea stiri de gand
contrastante: misticismgi rartiune, limpezime de cugegi tremur confuz de
simrire, supunere la realitate sau evadare in fanteaie arbitrar” .? Teme
precum destinul implacabil, sentimentul ngior drama izokrii umane care
ajunge paa la neliniste si parasire, drama neputtei si dezmdejdii umane dasi
.sentimentul cosmic al izalrii umane”, stridena strigitului omenesc, pe care o

regisim si la Munch darsi satira sociad, raspunsul la teroarea spanigltema

lAshley Bassie, Expressionism, p.28

2 on Biberi, Bruegel, p.8



nebuniei sunt prezentsgi la artistii expresiongti. Fascinaia expresionist
germari se regseste si in folosirea inten® a gravurii in lemn de are Albrecht
Durer (1471-1528) devenit pentru artgtii din ,Die Brucke” vehiculul ideal
pentru ,expresivitate, desen indzne si lucru imediat”.® Convulsia tragia de
nivel expresionist regsita la fel de intens la Munch ipTéanara fata si moartea”
este prezert in lucrari ca ,Violul” (1494), "Femeia cu trena purtai de
moarte” (1500-1502), ,Armoariile cu reasti de mort” (1503). De estetica
moderra 1l apropie si parerile referitoare la relativitatea frumosului.
(LAvaritia”, 1507) LaEl Greco ,migscarea inteng, marea virtuozitate tehnic

si profunda cunoatere a omului™, existé prin Tmpletirea viziunii cu realitate?.
Unghiul de analiz inedit este cel de autocungare si analizi a condiiei
umane. Cu expresionismul ar putea avea in comumé&éede necunoscugi de
descoperire a propriilor neligti si trairi abisale pe care le transmite opera sa.
Expresionismul german se &flin continuarea esteticiromantismului, prin
picturi libere, pline de vigoare, prin exprimareamfest a sentimentului fricii.
Giambattista Piranesi (1720-1778), vizionar preromantic, du@d755 a ilustrat
imagistica fricii in ,Temnitele imaginare” Kenneth Clark considér ca
.temerile si frustarile temnirelor lui Piranesi” ne sunt comungi recunogate in
fabricile si caile ferate ale secolului al XlIX-lea #&tile de melancolie
piranesiali, considerandu-le’temnirele socieditii industriale”. Tn cazul lui
Théodore Géricault Tn ,Pluta meduzei” drama unui eveniment Tntamplat
Tndepirteaz "recea arta eroica”. Apare disputa intre intaietatea culorii asupra
desenului, arta metodicsi arta bazat pe instinctsi pasiune, intre calmul evocat
in pictura si efectele dramatice, puterniceEugene Delacroix (1798-1863)
introduce ,atmosfera de Tintuneric si teroare”, exprima drama umaa,
anxietatea, durerea fizi¢ boala, moartea Tn dimensiuni impitoare, Tn

.domeniul realului si al sublimului cotidian”. Trece ,de la arta expresiei

3Ashley Bassie, Expressionism, p.37
* Andras Szekely, Pictura spaniglp.25

° Dupa parerea lui Julius Meier-Graefe (critic de argerman, 1867-1935), din A.Szekely,
Pictura spanid, pp. 28-29



plastice la aceea a expresiei cromatick.Tehnica este in slujbalimbajului
sufletului”. De aici ,descind” artisti diferiti precum Van Gogh, Cézanne,
Renoir, Bonnard, Matisse. In Germania romanticii eaagionat la momentul
istoric si au avut o costiinta a ,neimplinirii §i a dramei existerei umane”.
~<Atmosferizarea” devine mai importarit decat alegoriilesi simbolurile. Spiritul
romantismului german aapruns pam la artistii expresionsti germani care,au

9 ~

considerat & trebuie & renurve la tradiiile spirituale ale iluminismului

"7 prin Caspar David Friedrich (1774-1840) spre exemplu, care in

rationalist
»Altarul din Tetschen” deturneai sensul unui peisaj in sensul unei picturi de
altar in care simbolul cg¢éin este absorbit Tn decorul natural. Realizéaz
.portretul unui peisaj”. La Heinrich Fusslli (1741-1825), elvgan, frica a
devenit subiectul unei preferi@ apartesi influenteaz evident opera lui Munch.
Francisco Goya y Lucientes (1746-1828) A influepat impresionismul si
expresionismul care il considerdeopotria precursorul lo® Evolutia sa este
general de nefericirea personalsi de tragedia poporului asi. Frescele din
Quinta del Sordo au o cromaticdeosebit de sumbr (,Saturn devorandusgi
copiii”). Imagistica scenelor supranaturale au ca numitomun ,limbajul
universal al fricii”. Libertatea extraordindarcu care sunt lucrate aceste tablouri
particulare se pareacnu a mai fost egalatpam in perioada expresionist
William Blake (1757-1827), ,Privea orice fenomen natural ca pe ceva

supranatural™

si Tsi Tnvaluie opera cu un aer de clarviziuge poezie. Este un
admirator al artei gotice, considerand;wie”, spre deosebire de cea gréac
.matematicz”. ,Urizen” prezinti ceea ce ura cel mai mult,definirea,
restrictia, masurarea, materialismul”. William Turner (1775-1851)
Priveste natura pesimis§i catastrofic. in,Ploaie, abur, vitez”, subiectele erei
industriale care tocmai seagtea sub ochii lui se potrivesc foarte bine cu dtilu

si cu pesimismul 8u. Eliberarea culorii a insemnat o victorie atiomalului.

6Gheorghe Ghiescu, Antropologie artistig Vol. Il, p.68
7Idem, p.25

8 Andras Szekely, Pictura spaniglp 43
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Arti sti ce apartin secolului al XIX-lea si inceputului secolului al XX-lea.
Secolul al XIX-lea, a pregit prin ruptura cu tradia, arta secolului ur@tor, si
implicit aparitia expresionismului. Gombrich constata erau autati oameni ale
caror opere § manifeste Tn mod adit sinceritate total, care 4 nu se
multumeasé cu efecte imprumutatei la care fiecare #@rsitura de penel & se
potriveasé@ cu propria cosgtiinta. Honoré-Victorien Daumier (1808-1879)
Abordeaz desenul sociaki politic, pictural, dinamic, cu,forme deschise”,de
tip instantaneu fotografic, cu ajutorul clarobscluiu Patrunde psihologic
personajele (,Saltimbancii”’). Seria legat de Don Quijote prin,stilizare,
colorit, tusa, atmosfedi si expresivitate’conserd prima impresie, apropiindu-se
de arta modern ,Este precursor al expresiontilor europeni prin exagerarea
caracterului fizic al individului”!® Edouard Manet (1832-1883) Litografia
,curse la Longchamp{1865), di nastere unor forme intr-o masconfuz, casi
impresia de lumia si viteza. Este un exemplu al refuzului lui Manet de a §eal
influentat de forme pentru a reprezenta ceea ce vedea ewaeat, consided
Gombrich. Camille Pissarro (1830-1903) comunit, ,eserya Vviziunii
pictorului”, cu aligi importani fotografia si stampa japonez Artistii
descopei ,o0 traditie straina regulilor si cliseelor academice, de care incercau
sa scape”. Sfagitul secolului al XIX-lea a generat tendmle ce formeaz ,arta
moderni”. l-a facut pe unii artgti sa aiba semne de Tintrebargi sia caute
schimhkari. Ceea ce a sacrificaPaul Cézanne (1839-1906) in pictura sa,
.corectitudinea contururilor”, pentru a da impresia unui sga solid, a dus la
adewirate cotituri Tn istoria artelorGeorges Seurat(1859-1891), prin abordarea
problemei impresioniste aproape matematic, a sifigdt formele, pentru a
compensa complexitatea tehnicii saleaytand scheme ineditgi expresive”!*
Vincent van Gogh (1853-1890) creedazo arta in care exprimh emaia. Tusa ne
dezviluie starea sa de spirit, renginla ,imitarea naturii” ca scop al artei
picturale, sacrifid ,corectitudinea” formei pentru a exprima engi@, elementul

expresionist este reprezentat de starea de agigadramatismul compoziilor

Ve H. Gombrich, Istoria artei, p.517
11Idem, p.549



ca 1n perioada,flamboaiantz”. Paul Gauguin (1843-1903) in insulele
Pacificului, Tmbira spiritul indigenilor, simplitatea formelogi a culorilor Tn
tonuri intense pe suprafe mari, realizand o pictdr cu ,aspect silbatic i
primitiv’. Opera sa are puncte de plecare pentru curentestax¢i precum
fovismul si abstragia lirica. Henri de Toulouse-Lautrec (1864-1901) se
apropie de expresionism prippasiunea pentru caracterul unui chip, al unui
trup, al unui spectacol oarecargi tratarea cvasi-caricaturad prin care il
exagereaZ sausi mai mult 7l exacerbea? .'> Domeniul predilect alSuzannei
Valadon (1865-1938) este cel uman gacel al expresiongtilor. ,Pictez oameni
pentru a invifa sa-i cunosc” spune artistaMaurice Utrillo (1883-1955) cadui
in portretele caselor asmane expresia a @&rei vulgaritate sordid se
Tnnobileaz prin poezie La Henri Rousseau(1844-1910) imaginea fantastic
tasnita din vis de fapt, Tn sensibilitatea noasteste un egal al lumii noastre.
Temele cultivate sunt cea a v@orii (a omorului), furtuna, tema iluméarilor,
tema visului. Dup unii critici'®, James Ensor(1860-1949) devine un precursor
al expresionismului european prin marile teme cet pgo analizate prin
raportarea la personaj, la subiectivitatea sa exacata, dar in acelai timp si
prin raportarea la evenimentell preocup satira politici si sociak, burghezia,
personalitatea lui pare a fi proieciain cea a lui Hristos. Criza de identitate,
dedublarea, apar exprimate prin importarcrescanal a mastii iar tema umbrei
exprima ignorana personajelor dominate de destilbdvard Munch (1863-1944)
pictor norvegian, exprim reminescetele durerilor sale din trecut prin
distorsiunesi sintezi.' Obsesiile sale, cea a ngr albe, a solitudinii teribile a
individului, a naufragiului moral, a demes si a motii intr-o pictura
nelinistita, torturaf de anxietate la auzujmarelui strigat din sanul naturii®,
anuna deja mgcarea expresionidt Munch pune accentul pe iluminarea
universului kuntric, pe expresie. Expoza personal din 1892 de la Berlin,
contribuie la cristalizarea mcarii expresioniste. Litografia,Strigatul® din

12Ashley Bassie, Expressionism, p.51

3 Considea Constantin Prut in ,Didonar de ari moderri” pp.135-136

14Apreciere apamnand lui Constantin Prut Tn Dionar de ari moderri, p.313
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1895 devine simbolul expresionismului, definit gatrigatul omului solitar”.
Ferdinand Hodler (1853-1918) (Elvea) este un expresionistafa stirea sa
(dupa parerea lui Dan Grigorescu), imbinrealul cu simboliculsi acorda lumii
interioare mai mull importana decéat celei exterioare. Paula Modersohn-
Beeker (1806-1907) Evii sentimentalismul, vede lumes lucrurile din jurul ei
ca ,marete in simplitatea lor”, ,olxinand astfel un vocabular (...) prin care
obiectele si senzaiile pot fi descrise” (,Autoportret cu camelie”) consided
Gombrich.Kéathe Kollwitz (1867-1945) prefiguredzestetica expresionistprin
redarea conflictului social asgwn, folosind tehnici de grafiz traditionala cu
compasiune fga de cei draci si oprimai. Faptul @ ia parte direct la suferta
oamenilor o apropie de expresigtii In spiritul expresionismului german se
gasesc contrastele violente de a$b negru, ,tensiunea figurilor, gesturilor”.
Lovis Corinth (1858-1925) este considerat unul dintdeclansatorii exploziei
expresioniste prin arta impregnat de o senzualitate provocatsi de un
sentiment tragic al fatalit/ii.“®™ Ernst Barlach (1870-1938), artist
independent, folosind,stilizarea lineard si fizionomia gotice™® deplange
nefericirea umanitii si exprima o concentrare tragica formelor.Si in gravuia
foloseste aceegi simplificare uneori pahla geometrizare.

in capitolul urmitor am prezentat expresionismsil neoexpresionismul in
picturi. In prima parte am urarit evolutia misciarii expresioniste germane
incepand cu grupul ,Puntea”, continuand cu ,Calarerul Albastru”,
reprezentatii acestorasi evolutiile lor ulterioare precunsi sfarsitul miscarii
expresioniste germandie Briucke (Puntea)Apare in 1905 la Dresda. Membrii
fondatori sunt Kirchner, Heckel, Bleyl, Schmidt-Rhiff. in 1906 aded la grup
Max Pechstein (1881-1955), Emil Nolde (Emil Hans&B867-1956), Cuno Amiet
(1868-1961) (din Elvega), Axel Gallen-Kallela (1865-1931) (finlandez).
Reprezentativi sunti Oskar Kokoschka (1886-19809i Otto Mueller (1874-
1930). Revista,Der Sturm” (,Furtuna” ) popularizeaz noua dire¢ie artistic.

in 1911 ,Die Briicke” se stabilgte la Berlin iar in 1913 ,Die Briicke” este

15Gheorghe Ghiescu, Antropologie artistig vol I, p.149

¥ pan Grigorescu, Expresionismul, p.96



desfiintat oficial. Trasaturile caracteristice ale picturii acestei goidri sunt
explozia formei sub impulsul unor fgg inconstiente, obsedante, incandescan
culorii, irealismul imaginii, alierea grotesculuucsublimul, semnul grafiggreu

si brutal”. Tn opere se prevesge catastrofa socialsi se caui adewirul Tn
universul interior ca o incercare deaapre Tmpotriva alg&tuirii strambe a lumii
din afam.'” Artistii folosesc socialul pentru a aduce in disieu ,valorile
umane”. Gombrich remarg ca devine aproape o falpentru expresionti sa
evite tot ceea ce pare agator si ca acestia doresc & , socheze suficiema reala
sau imaginati a burghezului®'® Tn continuare am prezentat pe scurt ewvddu
artistica ulterioa@ a acestor argti. O altdi grupare importarit este Der Blaue
Reiter infiintata Tn 1911 in Munchen, ce suse c ,sfera artei se deosebee
net de cea a naturisi ca determinarea formelor artistice depinde exclusig d
impulsurile interioare ale subiectului®® Trasaturile stilului comun ar fi
suprafee largi, riguros desjrtite, culori arztoare, prevestitoare ale priwerii,
dorinta de comuniune cu natura, obgsfiind de viata citadiri. Dupa apartia
cartii-manifest, un anuar pregit de Kandinskysi Marc, numit ,Der Blaue
Reiter”, in ianuarie 1911 se deschide prima expziDer Blaue Reiterla
Munchen, urmat de a doua expoge in 1912. Rzboiul face ca in 1914 grupul
sa se destrame. Locul acestei gaupin cadrul culturii europene a vremii trebuie
privit ca fiind Tn raportsi in antitez cu cubismul, &ruia 1i recunoate aaiunea
de Tnnoire dar 1i contest ,ca o limita”, baza raonalista si implicit realist.
Lucrarile ,Problema formei in gotic”a lui Wilhelm Worringersi ,Spiritualul Tn
arta” al lui Kandinsky sunt importante pentru dezvoltarexpresionismului.
Expresionismul incetedzsa fie violenta si tensiune tragi&, pasiune tulburesi
dureroad ca la pictorii din ,Puntea”. Se adei la principii teoretice, la
preocuparea consecveanpentru stabilirea funcei expresive a culorii. Ceea ce

~

au in comunDie Brickesi Der Blaue Reitereste ,convingerea @ arta poate

Yban Grigorescu, Expresionismul, p.46
1BE H. Gombrich, O istorie a artei, p.200

Y Giulio Argan, Arta modera, p.52



exprima un adedr uman intrinsecsi poate readuce sens Tn vim oamenilor™°

Alexei von Jawlensky(1864-1941),August Macke (1887-1914) un vizual pur,
ce consider ca "Cel mai frumos scop al nostru ested sgasim energiile
culorilor, care pot fiuri spaiul, si sa nu ne muijumim cu un clarobscur lipsit de
viata” (Constantin Prut, ,Digonar de ari moderra”), Alfred Kubin (1877-
1959) cu o oper document a dramelor care i-au tulburat teigmoartea celor
dragi) casi al ,nevoii de visare”,Franz Marc (1870-1916), ce tieste trei
experiene: a vigii, a cetiteanuluisi pe cea a artistulugi hotaraste sa ,Nu mai
picteze decat ceea ce este cel mai simplu, penttunemai Tn aceasta zace
simbolicul, patosulsi tainicul Tn natum”.?,, Wassily Kandinsky (1866-1944),
de origine ru8, ce aspif la o regenerare a artei prin intermediul unei prctde

pura ,spiritualitate” %

, Influentat si de descoperirilestiintifice de ultima ora,
asociind dezintegrarea atomului dezint&gir lumii Tntregi, cu o gramatiz a
picturii edificata nu prin legi fizice ca in cubism ci pe baza legilmterioare,
.legilor sufletesti” si Paul Klee (1879-1940) prezesi fulgurant in
expresionism, ce priwte expresionismul ca pe udrém al artei Tn care awfiii
Tsi cauti expresia personalitii lor, pentru care Arta nu reproduce vizibilul ci
face vizibil, descopei astfel ,adewrata natur@ a lucrurilor”, sunt
reprezentafi ai acestei grufri artistice.

SFARSITUL MI SCARII EXPRESIONISTE GERMANE

Reacgia anti-expresionigst nu este o lugt Tmpotriva unui curent cu
numeroase ramifiga ci incercarea de a acredita o aktare de spirit caredsse
opuni dureroaselor investiga ale vietii launtrice si ale existemei sociale,
propuse de expresionismAtacurile Tmpotriva esteticii expresionismului au
Tnceput de prin 1920, cand G. F. Hartlaub, direatomuzeului din Mannheim
acuz aceasi arta de ,faliment” si nu intrevede posibilitatea dezvaétii artei
germane in sensul indicat de expresionism. O anguupare se formedzsub

denumirea deNoua obiectivitate nume sub care G. F. Hartlaub prezirintr-o

20| ittle Sthephen, "isme...s8Tntelegem arta”, p.105
“LEranz Marc, Tnsemari, p.190

22E H. Gombrich, O istorie a artei, p.201



expoztie din 1923 la Kunsthalle din Mannheim o ditex realist a artei
germane. In estetica acestei g#uip ceea ce este mai valoros a fost reprezentat
de artsti precum Otto Dix, George Grosz, Max Beckmann cane o atitudine
umanist. Ei condam#, in numele unor idei sociale, incérde de a escamota
adewvarul si prezinta realele pericole sociale: foamea, teroareiboiul. Acesti
artisti sunt "unii dintre cei mai dezanigiti si lipsiti de iluzii expresioniti”. %
Venirea lui Hitler la putere, adus de burghezia gani, va aduce dup sine
intreruperea evoluei formelor de ard moderri. Aceast artai este declarat
proscrig in numele,purit atii rasei germane” Dix este arestat, Gropius, Grosz
si Thomas Mann pleacin Statele Unite, Beckmann in Olanda, Klee in Eiage
Rohlf si Barlach mor in mizerie, Zweig se sinucide Tn Anoar Latina, Max
Ernst este arestat de pgh din Vichi, Karl Einstein, critic de a#t se sinucide
in Guyana Francez Herwarth Walden, sumatorul inceputurilor expresioniste,
dispare Tn 1933si nu se maistie nimic de el. Dup razboi, cu excega lui
Nolde, reprezentan expresionismului evolueaz spre fauvism sau
neoromantism de factarmistici precum Heckel, Pechstein, Schmidt-Rottluff,
Dix etc. Unii dintre artgtii ramasi Tn emigrgie sunt consecven
expresionismului (Kirchner in Eltg, Kandinsky in Frara, Beckmann in
Statele Unite, Kokoschka in Anglia, Elua). Acestia si prestigiul micarii au
facut ca,ideile expresioniste & rodeas@ (e drept adesea modificate) in alte
tari” .

In continuare am prezentat o parte dintre giticare s-au manifestat ca
prezene expresioniste in afara Germaniei.

in AUSTRIA Oscar Kokoschka (1886-1980) este un bun cundsar al
modelului, dezvluind universul sufletesc al acestuia. Principalmlijloc de
expresie folosit Tn prima fazeste ,tusa cu caracter grafic’® Lucrarile pictate
Tn anii 1924-1931 sunt privite prigexaltarea mistuitoare a omului gezat n
natura”, se implia afectiv in peisajesi realizeaz unul din dezideratele

expresionismului, acela de a face din fiecare luerandiferent de tema tratat

ZDpan Grigorescu, Istoria unei generapierdute, p.244

24 Constantin Prut, Didonar de ari moderri, p.230
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un autoportret. LaAnton Kolig (1886-1950) subiectele simbolice, narative, pe
care le adopt, vor avea ca personamul. Dupa razboi fiorul extaticsi ,emotia
mistici a contopirii cu divinitatea® se tntalnesc in expresionismul din cadrul
lucrarilor sale. Egon Schiele (1890-1918), Protesteazimpotriva urdeniei si
vulgaritatii vietii citadine. Tipic pentru expresionismul austriae snanifesi
prin sentimentul de nelinte manifestat atat grafic cai cromatic?®

in BELGIA Pentru Constant Permeke (1886-1952) arta,era creati n
numele protestului contra filistinismului, a industlizarii dezumanizate, a tot
ceea ce se declara Tmpotriva naturii a legilor ei"?’ cu vocaie pentru
realitatea social® intr-o imagine apsitoare. PeGustave de Smet(1877-1943)
dupa 1922 il gisim aderat la expresionism prin compgeice dau impresia unui
.decor infantil”. Frans Masereel (1889-1972) apare ca ujneclintit luptator
Tmpotriva asupririi i razboiului, un a@rator convins al demnitt/ii umane”.
Tema caracteristic lui este tema personaiditii, tema eroului,un om care se
rataceste, cade, devine o victidm dar invaa, infelege lucrurile, iubgte si lupta.
Edgard Tytgat (1879-1957). Picteaiz folosind formele simplificate, culoarea
decantai, ca Tn ,Poveste cu gpusi”’, intr-o ,Jume a marionetelor... dramele
sunt trzite cu candoar& ® Joseph Kutter, luxemburghez, (1894-1941), evic
tristetea grav a existemei. In portretele de clovni apare o sufemscung sub
masca grotescului. Peisajele suyntele nelinstitoare, aspre, dezolante.

FRANTA Primul val expresionist in Franta este reprezentat déeorges
Rouault (1871-1958) ce,resimte o dureroas si imens: compitimire pentru
omenirea suferind’. De un ,expresionism rece” pare a fi opera luiPablo
Picasso (1881-1973) dintre anii 1900-1906Amedeo Modigliani (1884-1920)
este considerat expresionist Tn tratarea modelelaisi Tn indiferena fata de

ceea ce nu este uman, in prefeairpentru oamenii umili, dezejdea, tristeea,

%5 Constantin Prut, Didonar de ari moderri, p.152
% |dem, p.397

2"Dan Grigorescu, Expresionismul, p.157

8 Constantin Prut, Digonar de ari moderri, p.349

pan Grigorescu, Expresionismul, p.163
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senzualitatea cerebralsi dezanigita a nudurilor, melancolia portretelorAl
doilea val expresionist Tn Frana este reprezentat d€haim Soutine (1893-
1943) in teme precum peisaje, portrete transforniate-un fel de,corp vegetal
monstruos”, naturi moarte in care cautsa regaseasé ,germenii innoirii i ai
tnvierii” 3 Marc Chagall (1887-1985) la careazbate ,patosul milei”, Marcel
Gromaire (1872-1971)si Edouard Goerg (1893-1969) ce au comune subiectele
Tn care trateaz omul ca o replig la intelectualismulsi lipsa de umanitate a
cubismului. Totul este grevatpe un univers sumbrusi tern”, ocruri, griuri
fumurii. Mesajul transmis este legat de ceea cetdimmfata omului, a socieitii,

a naturii, a soartegi anume fri@, mila, neliniste, grupul de artii tineri care se
afirmase# sub titulatura deForces Nouvelles™ Robert Humblot (1907-1962)
Georges Rohner(1913-2000) Henri Heraut (1894-1982) din 1939aspunde la
doua tendine neorealist si expresionisi. Practia in arta lor perspectiva,
modeleul, clarobscurul intorcandu-se la trecut.t&ide infatiseaz umanul si
durerosul, groazgi frica specifia anilor 1936 dublu alimentatde amintirea
trecutuluisi de atitudinea & nu se poate face nimic pentru a opri intensificare
acestui sentiment,André Marchand (1907-1998) care dintaietate desenului
asupra culorii, formei asupra atmosfergi compoztiei asupra exeduei.
Armonia merge de la cegw la albastru. Dup eliberare expresionismul a
Tmbriacat o nod forma in ,Ostaticul” sau ,Crist pe cruce”, cu un mesaj al
durerii cautarea caracterului, expresiei exagerate, pateticunt obinute prin
mijloace mai puin sobre3, Francis Gruber (1912-1948) creedz alegorii
transparente despreecuri, nenorociri, tristg, figuri statice meditative, marile
paduri despuiate plsmuite in afara timpului. Revofia lui este cu totul
interioaa. Forma comine aspectul unei sculpturi gotice, urma pensulei
accentueaz expresialTALIA este reprezentatde Lorenzo Viani (1882-1936)
ce are o ai nonconformisi, apropiad la Tnceput de vigm mize# a ,umilitilor

gi obiditsilor” Tintr-un limbaj asprusi aseninator cu al artgtilor din grupul

Punteg Ottone Rossai(1895-1957) care pictedazd lume a pustiului sufletesc pe

30Jacques Lassaigne, Pictori pe care i-am cunosgutQ9

31Idem, p.59
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un decor mohorat, folosind o pakesobi, tonuri gri de cengd, Mario Sironi
(1895-1961) cu peisajele cmti industriale Tn care descoperimmyult din
opoziia neoromanti@d nietzscheiati la civilizasia capitalismului modern®
Acesti artisti au sfagit prin a prosévi ideile politice ale lui Mussolini.
Expresionismul inSpania se manifest prin José Gutierrez Solana(1896-1945)
care ilustreaz patimile existepei pictate in decorul mahalalelor madrilege
ritualuri Tn serlari rustice, mizeriasi dezmidejdea intr-o Spanie foartaraca si
sufocati de misticism. Tn MEXIC Arta lui Diego Rivera David Alfaro
Siqueiros si José Clemente Orozcoeste inrudii cu arta celor din,Noua
Obiectivitate”. Mexicanii au Tnd8 o ara monumentad ancorad in istorie.
Idealurile revoluionare, scenele din istoria Mexicului, procesul rfdrii
poporului mexican sunt teme alese de siti EXPRESIONISMUL IN
ROMANIA Tn primul deceniu al secolului al XX-lea, Tn Romian
expresionismul este marcat prin manifegstindividuale ale unor argii. Criticul
de arti Theodor Cornef in experienmele artistice individualizate din ep®dii
priveste pe artstii romani ca pe ngte ,revolutionari” cu atitudine expresionist
creand o ai moderra. Artistii au avut Tn majoritatea lor experiem
expresionismului german sau a fauvismului francedluentele expresioniste le
gasim Tn caricatui, desenul satiric, autoportretyl portretul singular sau de
grup, peisajul cu influetdi simbolici. Tn acest #stimp pot fi memionati prin
aspecte ale operei lagi Tncadrai in expresionismlonitza, Theodorescu-Sion,
Iser, Stefan Popescu,Stefan Dimitrescu, Gheorghe Petrgcu. Exista si artisti
care sunt Tn afara unor atribuiri posibile in caldexpresionismului precum
Luchian, Steriadi, Ressudar la care intalnim aspecte expresioniste alereipe
lor. Vasile Florea obse#ivca in scoala romaneagicde pictuéi expresionismul a
facut o caried ,mai putin coerenti” decat impresionismul, deoarece tengin

spre”armonie si echilibru” este caracteristicacesteiaHans Eder (1882-1955)

32Jacques Lassaigne, Pictori pe care i-am cunosgit38

3 preluat din Amelia Pavel, Expresionismygl premisele sale, p.72, Tn care este amintit

Theodor Cornel care consemnaazele de mai sus in ,Via sociai” din 1910
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este considerdt un expresionist autentic, sub aspectul sufleteste gpe rand
chinuit si revoltat, dezanigit si inspzimantat”, Nagy Istvan (1874-1937)
.lubeste mai presus sgile omeneti”. Prinde Tn lucirile sale nu neajrat
trasaturile unui om cat mai alesinevitabilul, destinul”. Expresionismul a
Tnsemnat puntea de trecere spre alte curente ar¢ist

In continuarea capitolului am analizatevolutia internationala a
expresionismului dupi 1945 cand pe plan interneonal se produc schinibi
rapide Tn toate domeniile. Existtendina de ,a exploata fragmentul® Unele
miscari sunt preocupate de absurditatea tuidn spirit existenialist, si tot in
spiritul acestei filosofiiinsasi actiunea de a picta devine operde arti. Scoala
din New York. Arta americafd a devenit o sintexz intre stilurile europene,
patrimoniul cultural europeani limbajul personal al fie&rui artist in parte.
Scoala din New York a creat stiluexpresionismului abstract 1i are ca
reprezentai pe Hans Hofmann (1880-1966), german, olandezulll&h de
Kooning (1904-1997) venit in New York la sfatul anilor '20, Mark Rothko
(1903-1970) din Rusiasi Arshile Gorky (1904-1948) din Armenia, Jackson
Pollock (1912-1956), Franz Kline (1919-1962), Batn&ewman (1905-1970)
etc. In 1943 acgia afirma importarta cortinutului ,tragic si etern”, singurul
valabil, ca si ,insemnitatea formei mari, deoarece ea are efectul
neechivocului”. Ceea ce 1i aduce in comun au fostdesperareai anxietatea
epocii. Arta informal a Criticul de arét Michel Tapié, consider ca fiind
.informalg”, arta care folosge ,improvizarsia psihica” fara o forma
determinai, dar iTné&@ cu conotaii suprarealiste® Figuraia explicita este
evitata, forma este distruss prin materie si culoare. Dintre informali Tn
Germania, Julius Bissier (1893-1956) Bxprima astfel angoasa fa de nazism.

NEOEXPRESIONISMUL Capitolul Tn care am tratat problematica
neoexpresionismului, incepe prin prezentateamenului de,postmodernism”
introdus de Charles Jencks, arhitect, in 1975, aitucdnd dorete ,sa puna

capat doctrinei fungionalismului”. La sfasitul anilor "80 se constadt ca

34 Consides Vasile Florea n , Istoria artei romapte” la p.663

¥ Mentioneaz ca fiind important in cartea sa ,Curente Tn pictuPatricia Carrassat
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postmodernismul are un aertraditional” si ,retrograd”, mai mult o
,schimbare de atitudine” decat un nou stif®  Transavangardele
internarionale” intra in atenia publicului europearsi american in anii "80 pe
trei cai diferite: neo-expresionismul in Germania, bad mang in Statele Unite
si transavangarda italian TRANSAVANGARDA ITALIAN A. Conceptul de
transavangard numit si ,New Image” este introdus in 1979 de criticul italian
Achille Bonito Oliva inFlash Art Desi arta minimaf si conceptuai domina,
artistii se Tintorc la pictura figuratiyy libera. Manifest interes pentru
expresionismul figurativsi abstractsi nu reneag pictura renaterii. ,Arta
avangardei contemporane este 0 ard expansiunii, a includerii, a sintezelor,
prin care artigtii contemporani gsi-au asumat misiunea etic de a gisi
semnificaia existepei umanegi de a exprima credifele prin care omenirea
traieste.”®” Sandro Chia (n.1946) Picteaz scene narativesi religioase. Este
interesat de modul in care picturpoate portretiza condiia existenei umane
aratand in instantanee cronologice comprimarea tuturexperimentelor unei
vieri (lucrul, calatoriile, contemplarea) toate coexistand in acglaimp”®, cu
caracter autobiograficFrancesco Clemente(n.1952) Imaginile realizate sunt
eretice, cu frecventeapti de corp mutilate, autoportrete intr-o cromaitilcogat
cel mai adesea. Opera este caractetizptin eclectismsi simbolism, stilul
violent expresionist al picturilogi continutul cvasi-religios. Motivele recurente
definesc o dezvoltare liniara progresului stilistic. Simbolismul culturii inedne
si referintele la fotele elementare: gmant, a@, foc, aer, impreud cu istoria
religioasi si astrologie sunt juxtapuseenzo Cucchi (n.1949) Picturile de largi
dimensiuni i-au adus recungi®@rea, precum,Limbi feroce” si ,Picturile
paméantului” (1980). Imaginea simpl culorile primare si secundare

strilucitoare, Tndiznetele desene, toate cu con@& simbolica, duc spre o

36Men§ioneaz ca fiind important in cartea sa ,Curente Tn pictuPatricia Carrassat, p.623

3" Fox N. Howard, ,Avangarde in the eighties”, exp88lr, California, Los Angeles Country

Museum of Art

% Dbin sandro Chia la Shafrazi Gallery
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,portretizare a universului in termeni apocaliptiti?. Efectele dramatice de
lumina, spgiul comprimat, cavernos,si fac apartia si Tn peisaje. Mimmo
Paladino (n.1948) Asimileaz minimalismul si conceptualismul pe care le
combim cu ,dorinta sa de a reinvia puterea expresivulgi emotivului in
arta”. *° Elementele din operele sale sunt fragmente de dricrmaini, plante,
masti, mobilier care se constituie Tntr-un limbaj vialu caracterizat de
.ambiguitate gsi fluiditate”, nici pe departe,narativ i liniar’. Din 1983
manifestt interes pentu formele sculpturale NEOEXPRESIONISMUL
GERMAN. Construirea Zidului Berlinului a generat in anl®61 in Berlinul de
Vest mult gteptatul nou Tnceput. Karl Horst Hodicke (n.1938)arkus Lupertz
(n.1941), Berndt Koberling (n.1938) au intemeiat W61 o galerie de
produdcitori. ,Pictur a violenta” este denumirea sub care Tasgm la sfasitul
anilor "70 pe artgtii Rainer Fetting (n.1949), Salomé (n. 1954.), BérZimmer
(n.1948)si Helmut Middendorf (n.1953). Acestea sunt geneeatde unui nou
curent artistic caresi asum directia fovilor prin culoaresi a expresionismului
german,in privinta formei expresive, introducand figura inspitatin cultura
si istoria german: contemporad”.** Nu vor nega nicioddt recursul lor la
romantismsi expresionism. Neoexpresiogtii sunt artsti care problematizeaz
vina si responsabilitatea poporului german in nazism.abelai timp ei reinvie
figuratia si pictura si redau artei un folos uman, idee caracteristide fapt
expresionismului german. Arta lor este o cale deefacere, reparare,
recapitulare” a dramaticei experige care a dsat in urmd ,sentimentele
propriei infrangeri si propriei-pierderi”.** Boala spirituai care macia
contemporaneitatea in careaitgsc este,frustrarea existeniala”, ,frustrarea
pentru voira si insemni ceva”,consided Viktor Frankl. Fota motrice si
motivatia supreni in om este voita de sens. Formele, figurile care apar, uneori

deformate bizar, uneori Tntr-o apaténneuman, sunt si ele o cale de a

3 Articol ce provine din sursa Grove Art Online, EmZucchi
0 Jennifer Bayles, ,Educator for Special Project2001

“patricia Fride Carrassat, Curente Tn piatup.220
“?Donald Kuspit, A Critical History of 20 th.- Centty of Art, 8th. Decade, pp.8/18
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transforma ,lipsa de sens in plin de sens prin pesal suferipei”. Asemanator
expresionismului, Tncorporeaz emagionalul si uratul social. Creativitatea
neoexpresionigt devine o simboli& vindecare, cret@a artistici genereaz cu
putere estetit o cale de supraviaire in oribila lume real Georg Baselitz
(Kern) (n.1938) Este unun artist care are puternice ddacini in tradifie”*}
.revitalizeaza batranul crez expresionist german”’in termeni abstract
expresion§ti*®, legat de circumstaele istoricesi culturale in care tieste.
Primul manifest,,Pandamonium”, in 1961 este urmat de inceputyPathetic
Realism”ului. Picturile sunt &lbatice, intr-un stil semi-realist provocator
blasfemiator si sincer obscen,un ,protest Tmpotriva abstradei sterile”,
provoa@ mai ales o reace morah. Artistul exprimz dorinfa pentru catarsis,
influentat de Antonin Artaud. Jurgis Baltrusaitis ¢Actul anamorfic” (1955) il
inspira in ,P.D. Stem”, 1963, ,evocative pentru starea sufleteastc® si fac
trimitere la atmosfera din pictura lui Friedriche$ile ,P.D. Foot” 1960-1963
dau startul metamorfozelor. Semne ale torturiiuimele lipsa de culoare impas
liniile expresive duc spre qgdesfigurare agresiv” departe de a cregenzaii
placute”. Conduc spre,limitele picturii ca o arta a formei” inspirate de
desenele lui Théodore Géricault (1818-1819), pregatexare luciarii ,Pluta
Meduzei” (1819). Tn seria,Fracturg” 1966-73;,rupe corporalitatea motivului
erou”. Existenta picturilor inversate intre anii 1970-1980 poatadlationati cu
ceea ce suse artistul:,Instinctele noastre ne spun ceidacem cu motivele.
Durerea noast&#i are nevoie de pictur’, ca si de ideea inversiunii figurilor
inspirata de imaginea crucifigrii Sf. Petru, vecid cu ideea crucifigrii intregii
Germanii.

Figura la Baselitz esteun straniu amestec al splendorigi patosului, al

grandorii si ruinei, o victimi triumfitoare care a fost odat aroganti...”.*°

BKarl Ruhrberg, Art of the 20 th. Century, vol. p,368
*“Donald Kuspit, A Critical History of 20 th.- Centy of Art, 8th, decade, p.13/24

> preluat din texte de Shulamite Behr, ,Baselitz” Royal Academy of Arts, London, 2007,
p.50

*®bin Donald Kuspit, A Critical History of 20 th.- énhtury of Art, 8th, decade, 13/24
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Lucrarile de la Tnceputul anilor "80, sunt retaicla picturile artistilor din Die
Briicke ( ,Devoratorii de portocale”).*

in Seria ”45” 1989, caroiajelsi inversiunea modelelor cgi culorile dau
0 senzae de constrangere, de prindere in glasunor personaje niciodatotal
libere cu aluzie la,Ora zero” din 8 mai 1945, cand guvernul nazist a
capitulat®® Femeia devine tema sculpturilor din anii "90. Ridle de la
sfargitul anilor "90 si ,Remix”-urile graviteaz in jurul ideii de reunificare a
Germaniei, a istorie§i a memoriei. In,Remix”-uri Baselitz §i ,reinterpreteazi
propriile motive inversate”.A.R. Penck (1939, Dresda), locukte Tn Dresda
pam in 1980. Mediul in care dreste Tn Germania de Est il obligsa foloseasé
imagini abstracte, care astransmit intelesuri ale realitilor politice si
existertiale, in condiiile Tn care realismul socialist defigee epoca in care
traieste. Lucrrile “Standart” incepute in 1968, sub o denumire inve#itat
semnifica o0 metodi de a crea produse de informare. Stilul lui Penskeevecin
limbajului pictografic. Simbolurile salécreeazi o simbioz intre rasional si
irational, logic si informarie” si Tsi gasesc expresia 1iSistemul analitic”,
“Lumea” si “Standart”. Combinarea abstraiei cu figurgia, marca sa,
progreseaz in imagini care redau ideeazboiului rece dintre Estsi Vest.
Markus Lupertz (n.1941) in anii "60 polemizeazin numele colegilor &
Tmpotriva aparentului aspecrriptic” si a ,elitism”- ului artei contemporane.
Replica,Eu sunt poporul care picteaZ devine celebf. Pictura de inceput este

"4 Elementele introduse sunt cele liniare,

definita Tn termenul ,dityrambic
contraste brute, dramaticestructuri geometricesi tactile, senzuale®, departe
de tradtiile alegoricesi simbolice ale artei germane. Actul picti se pare @

este ,fundamental unica sa te#i, in ciuda subiectelor pe care le abord&az

Anii 70 aduc lucarile ,Motive germanecu reluarea unor subiecte care erau

“"Pamela Kort talks with Georg Baselitz, Art Foruth aprilie. 2003

“8 Norman Rosenthal on Georg Baselitz's inverted piaigs and sculptures, The Guardian,
pp.1l of 6, Saturday, 22sept. 2007

“9cantec in onoarea zeului Dionysos; poem liric emast; elogiu exagerat

0Eric Gelber, Markus Lipertz: tents-Early DithyrambThe New York Sun, 3 mai 2007
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taboo in Germania de daprazboi, iar anii "80 teme din istoria artei cand
suprarealismul, cubismul sau arta antigi pun amprenta peste picturi. Lupertz
confirma repetat acelvreau sa pictez” in ciuda asediului produiei de imagine
in media. Din 1993 motivulcraniului este reluat Tn,Barbasi fara femei.
Parsifal”. Capetele pictate de artist se dovedesc a fi otosircere la gutarea
eterra a idealului, puridtii, adevarului, ,reduse la migsti”. Peisajul Tl
intereseai din 1997 ca pictur colaj, prin metoda,pictura-in-pictura”, 1in
structuri de tip grilaj cai seria de nuduri privite din spate pe care o coolisi

Tn anii 2000.”Vesper” prezin& un element naturalist clar, restul picturii fiind
constituii din mici pete de culoarei o0 structuéi de caroiaje. Privite in
ansamblu au o natarabstraci. J6rg Immendorff (1945-2007),Scopul meu a
fost agiunea socia&”, conside# artistul. O pictud buni poate fi judecai ca
fiind astfel, Tn misura Tn care un cartof este judecat ca fiind budic@ ca un
agent in metabolism, in lipsa frumudeformale a acestuia. In largile lugrni
,Ccafé Deutschland”(1978-83) creeazspaii in care conversedzcu Mao, Marx,
Stalin, Beuyssi Brecht. Dup@ 1999, apare o simplificare a imaginilor care devin
necaracteristic de calme. Reapar simbolurile dixidenul siu desenate in
cartwise gri. Reia in picturi alegorii ale istoriei, intdace Turnul Babel, cu
piatra Lidl la picioarele sale, labirintu§i spirala. Tn unele luciri in care
reprezint flori mari, trimiterea la sentimentul variii este evident. In lumea
confuza Tn care t#im, pictura ar putea sugera o cale dgiie, daG aceasta ar
exista. Anselm Kiefer (n.1945) estesi el interesat de istoria recenta
Germaniei. Mitul, fascinga pentru raisi irational si ,capacitatea empatia
joacd un rol cheie®. Arta sa este post-Holocaust, post-HitleRecunoate c
gandirea 1i este mult aproptatde religie, deoarece,stiinra prevede nu
raspunde”, remard@ el. Lucrarile au suprafee puternic texturatgi combingii
neconvemionale de materiale,Ocupayrii” (1969) si ,Esti un artist” (1969)
prezint ,arti sti” germani ce,graviteaza oroarea tragediei” Personalitatea sa

are ,identitate antropologic, sociaki si religioasi”®), cand relgionat cu

Slkarl Ruhrberg, Art of the 20 th. Century, vol. p,372
®2Germano Celant, ,Anselm Kiefer”, Guggenheim, Bitha2007, p.38
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divinul, cand cu elemente din iconografia triumfalEvenimentele tragice
acumulate in Germania au determinat aceste viziwartistul vazut in dubd
ipostaz, cand criminal, cand sacerdot. In piciurspaiul devine ,spayiul
vierii” , un loc al umanittii, impregnat de imaterial, o prezgn abstraci si
mentahk. Caracteristi@ lui este impresia detotalitate senzoriak” dar si de
fuga a timpului. Acest artist apare Tn rolul unui ldpar ce tinde spre lumin In
pictura din anii 1980 zgura este inlocuireptat de paie, flori, gméant, nisip, ca
n ,Margarethe” (1981), inspira¥ de Paul Celan cu ,Fuga mii’ din 1945.
Plumbul, aduce cu &i o viziune a timpului intens TpFemeile Revoluiei” din
anii 1990. Totul conduce lgo uniune intre Fiugsi Mama prin metamorfoza unei
reunificiri a artistului cu istoria universului feminin> Apa ca prezeta, are
semnificgia ,regenerarii corpului gi spiritului artistului”. Aceasta se reggeste
si Tn cultura evreiastsi crestina. Inspirat de arhitectura monumendakaramida
devine o materie cu memorie persohala fel ca si materialul folosit n
construgiile sale, intr-un dialog continuu cu timpul. Artid spune:,Am cautat
sa construiesc un palat al memoriei mele, pentridumemoria mea este singurul
meu @min”.> |Rai si Pamant”,(2004) ca titlu pentru o exporie este un
paradox, spune Kiefer,Noi nu putem fixa stelele pentru a crea un loc ae
Aceasta este dilema noastr.>® Este influenat de,Sefer Hechaloth” in care nu
exista grijile din prezent pentru direm Tn care trebuie & o luam. ,Trecut,
prezentsi viitor sunt aceea direcsie”.*® Paleta artistului repreziatde fapt
ideea acestuia de a conecta, prin intermediul aipylrcu piméantul. Crede &
,poate transforma realitatea prin sugerarea noiloriziuni”. In multe lucéri
materialul de pictu¥ este @Emantul. Explicaia poate fi chiar afirmga
artistului: ,Toate povetile despre rai incep cu gmantul.” Raiul si pamantul

sunt interschimbabile Tn aceste ldcir De asemenea considerci dac scrisul

>3 Germano Celant, ,Anselm Kiefer”, Guggenheim, Bitha2007, p.50
¥ Din interviul lui Charles T. Downey cu Anselm Kieff, Tuesday, August 16, 2005
*Din interviul lui Michael Ausping cu Anselm Kieferoct.5 2004, Barjac

56 Idem
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fixeazi un moment din timp sau sga, imaginile neag aceasta, devin active.
Expozitia din 2006 ,Velimir Chlebnikov” are ca surs de inspiraie opera
acestui poetsi ganditor rus. Utilizeaz mediul spaal pentru a captura
experiena timpului. ,Utilizarea ironica” a modelelor predictive subliniaz
convingerea artistului & ,istoria nu poate fi programad sau fixat Tn forma”.
In trecutul artei germane ititoriile si esuirile sunt metafore ale secului.
Vasele lui Kiefer par orientate pe o ditex suspenddit intr-o lume odiseean
Gerhard Richter (n.1932) Opera sa compriande la picturi monocromesi
fotorealiste la opere de areabstraci. Anii 60 i-au adus in ateine fotografia pe
care a folosit-o Tn picturile in grgi alb. Din 762 Tncepe o arhivare intr-un
.Atlas” care devine colgee pictati. Peisajele romantice din 1970, devin
Jfragmente de realitate infmate”.>’ Voalarea din picturile figurative are o
functie simbolica, generdnd un transfer spre abstiac Picturile abstracte,
expresiv colorate, create dapl980, 1l aduc in sfera informalului. Picteazu
straturi succesive de culoare. Pictura din fazaalin dupi ce trece prin diverse
etape de descriergi voalare, este dependantde sansi si poate ,contrazice
interriile initiale, poate fi eliberadi de subiectul prefabricat. Materia reveleaz
adewvirurile sale interioare”®® Richter consider ca pictura este creat in
analogie cu ceea ce este necanncoerent, care ia formsi devine accesibil Tn
acest fel. BAD PAINTING Termenul ,Pictura proast”, apare pentru prima
oara in 1978 la New York ca titlu al unei expai@i a lui Neil Jenney. Din
aceasi miscare fac parte Julian Schnabel, David Salle, Jeaohkl Basquiat,
Stephen Buckley etc. Argtii se indefarteaz de arta conceptualacuzand-o de
.intelectualism”. Ei doresc 8§ Tnlocuiasé ,bunul-gust” al acesteia cu upprost
gust” in picturd. Imaginea devine puternicin aceast arti, care seamna cu
societatea contemporanadici este,suprainformati, perturbant si violenti” .>

Suporturile rigide, materialele neconuwemnale, disonatele colorate, acumadti

57 Despre Gerhard Richter un articol scris de Eva Kohin ,Baselitz bis Lassing”, Essl
Museum, Wien, 2008, p.151
8 |dem, p.152

*9patricia Fride Carrassat, Curente Tn piatup.223
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de material, compozia ,descentrat:” devin cateva caracteristici ale unor astfel
de lucrri. Compozitiile personale se inscriu pe liniEEXPRESIONISMULUI CU
FILIA TIUNE SACRA. in continuare am prezentat siiticare se preocupin demersul lor
artisicsi de aceagtproblematid: Ensor, Kathe Kollwitz, Oskar Kokoschka, Erich
Heckel, Barlach care se preziat pe sine finsgi ,Sstrapuns cu §getile
criticismului” Tn lucrarea,Martirizarea Sfantului Sebastian”din 1915, Nolde
care recunogte incepand din anul 19013admitarea naturiisi plasmuirea unei
forme a acesteia a devenit insuficiengentru el iar intre 1909-1912 Tncepe s
creeze o serie de scene biblice, un varf al carisade, Kandinsky, Marc si
Klee folosesc un limbaj simbolic alspiritualului”, Tn general antimaterialist,
chiar in sens cosmic influeai si de textele teosofice ale lui Rudolf Steiner ce
profeteste in perioada de preizboi venirea noului &rdm dug@ o perioad de
haossi considet revelgiile apocaliptice ale Sf. loan ca pe cele mai pdeen
metafore, Max Beckmann picteaz Tn 1908 ,invierea” dupi Tntalnirea cu
Munch, Egon Schiele in peisajele de dinaintea mar Frans Masereel are
preocupri in aceast directie pictand serii de xilogravuri precupCreatia” din
1928, ,Peisaje sau sdri de spirit” din 1929, ,Calaretii Apocalipsului” din
1940 etc,Rouault ar putea fi considerat considerat interpretul dwdiui si al
sacrului, Tn aceea masura cu al umanului ca ipPatimile lui Cristos”. Chaim
Soutine, dupa 1925 aduce un plus de semnifiemin arta sa, prin simplificarea
peisajelor, prin teme precumimpartasanii’, ,Copii la altar”. Albert Nagy,
artist de factud expresionisi, prin lucrarea,Apocalipsul”, face trimitere la
atrocitatile pricinuite de #zboi. La Hans Eder (1882-1955) in,Nunta de la
Cana”, sugestia minunii se desprinde mai ales dimbatorescul liniilor si din
entuziasmul beat al culorilgr,Crucifixul Tn marginea satului” este remarcat
de Blaga. Un alt artist din Ardeal estéagy Istvan (1874-1937) ce prinde in
lucrarile sale mai alesinevitabilul, destinul” care prin Tnfiptuire are darul de a
.distruge o faptura sau o fiziologie dat”. Dintre artktii care au creat dup
1945 Francesco Clemente, Mimmo Paladinoau preocupri in acest sens. La
Georg Baselitz existena picturilor inversate, in nuam mare intre anii 1970-

1980, poate fi relaonati Tn explicarea procesului creativ cu ideea invensiu
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figurilor inspirata de imaginea crucifigrii Sf. Petru, veci#i cu ideea crucifigrii
intregii Germanif® iar la Anselm Kiefer evenimentele tragice acumulate fin
Germania au determinat viziunea artistuluizut in dubd& ipostaz, cand
criminal, cand sacerdot. Kiefer a sfiiho nevoie expresionidtde a,se contopi”
cu modelul du. Serii precum,Cartea”, ,Femeile Revoluiei”, ,Rai si Pamant”
atac problematica sacruluiSpiritualitatea degajatia. Orizontul de géandire si simtire
personahk.Viziune si spirit intru sacru.Temele abordate Aruncand o privire generalasupra
situaiei in care se aflomul in ziua de azi in lume, Noica descapzr maladiile de care sufer
acesta se impart in trei clase: somatice, veckiedeuri, psihice, descoperite de peste un yeac
maladiile de ordin superior, cele ale spirituluiceStea din urth ar putea fi: dezidejdea
Ecleziastului, sentimentul exilului pépéant sau al alieimii, plictisul metafizic casi sentimentul
vidului sau al absurdului, hipertrofia eului giarefuzul a tot, contestia goal, care nu pot fi
explicate de nici o nevrazprecumsi furor-ul economigi politic, arta abstra&t demonia tehnic
sau cea a formalismului extrem in cultuce nu pot fi explicate de nici o psitioDaa primele
dowa au un caracter accidental, maladiile spirituluntsconstitgionale, ale fiinei, ontice; prin
urmare sunt cu adesat constitgionale omului. Temele abordate Tn compo@i sunt
singuritatea pe care o resimte individul Tn societateatearporam, anxietatea
si salvarea Tn sacru. Imaginile comutio reacie personal la aceste subiecte.
In lucriri, accentul cade de pe impresie pe expresie, pervale universului
interior si pe comunicarea exprésa emaiei. Cele trei serii compoztionale
prezentate in lucrare se constituie ca rapeluri cr&ive la expresionismi ideea acestuia de a
da artei un folos uman. De asemenea, readuc ié&maarii figuraiei pe care neoexpresighi
germani au promovat-o carie si succes pe scena artistimternaionak. Transmiterea sensului
tragic al vieii, realizarea propriei suferi@ cu admiterea paeei precare sociale se aliniag ele
printre ideile pe care le transmit compolE. Gasirea sensului existgal pe care
neoexpresiontii germani il caut, se regseste si aici, dar intr-o atmosférspecific romaneasc
proprie acestor meleaguri. Creativitajearegia artistia se regsesc astfel pe calea dautaresi
aflare a sensuluBpiritualitatea degajata Tnceputul secolului al XX-lea este marcat de
teorii care sunt un punct deiscruce al reflegei moderne precum filosofia lui

Nietzsche ce promovavointa de putere”si supraomulsi a lui Kierkegaard ce

%0 bin Donald Kuspit, A Critical History of 20 th.-ébtury of Art, 8th, decade
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descopei angoasa. Omul care nendnate secole a aspirat la eternitatea care-i
fusese promis cu preul mantuirii, se descopérpe sine ca o fiith destina#
mortii.(M. Heidegger,,Sein und zeit”). Fiinta umar si modelul existerpei sale
recad in registrul tragicului.(J. P. Sartrd ’etre e le neant”) Din acest moment
ceea ce,nu sunt” devine mai important decjteea ce sunt”.in fata neantului,
.,a fi” apare ca un accident, o iluzie generatoare de asiggA fi” ne este dat
pentru a cogtientiza @ ,nu putem fi”, ca destinul nostru este dga nu fi” . Este
perspectiva existgmlista a unui model tragic degradat care este ®nsu
absurdul, starea de perplexitate cargméne dup epuizarea origror trairi
emaionale® Mircea Eliade in ,Sacrul si profanul” conside omul societtilor occidentale
moderne ca fiind areligios. In acglaimp constat ci ,omul areligios in stare puf’ este un
fenomen rar, £ omul profan este urrgal lui homo religiosus, & orice om este aituit din
activitate costienta si din experieie irgionale si ca incorgtientul are o,aura religioas:”,
continutul si structurile sale fiind,rezultatul” unor siri existeniale stévechi. Deschiderea
omului profan spre sacru se face la apmunei crize existarale cand se pune in dige atat
,realitatea Lumii catsi prezema omului in Lume®* Acum fiinta se confundlcu sacrul, religia
este soltia crizei existetiale si deschide existea spre valori care nu mai sunt intaaiparesi
particulare. Pe de &lparte,Constantin Noicaconside# ca spre deosebire de alte popoare, noi
romanii viguim in divinitate. Sugestiv ar §i urmatorul citat: E ceva grosolan in a spune
categoric @ viara nu are sens... Dar e poate la fel de@®upor pentru spirit a sugne sensurile
ultimesi a privi totul de la Fiina absolu# Tn jos. A spune: ,este!”. Discr@ lui ,a fi intru” este
mai potrivitz spiritului. Nustii ceva sigur, dar gi intr-un ,nu mai qiuta...” care nu e lipsit de
asigurare. Dar buna gezare a lui ,intru” (a pietizii, a sacralitirii, a iubirii, a cautarii si a
deschiderii) instituigi urca. ® Revenind la sensul lya fi intru ceva” acesta se constituie intr-
o sangi de salvarelntru provine din adverbul latin ,intro” ce Tnsemnénuntru, prepozia
noaster a adussi sensul de in spre, dand astfel o biensiune care este de esespiritului, de

a fi in acelai timp in ceva (intr-un orizont, in sistei)de a tinde dtre acel lucry explic

1 Constantin Eachescu, Experieta vietii interioaresi cunoaterea de sine, pp.65-66
%2 Mircea Eliade, Sacryi profanul, p.141
% |dem, p.242
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Constantin Noica ipSentimentul romanesc al fijai” .>* Astfel individul intii sub atraga unui
sens de vi@, a unui adear.

Anxietatea, singutatea individului in societatea contempcramsaite de deschiderea
spre organul generalului printr-o expresie propoea ,are ceva sfant’; duc la aspinga catre
ceva mai nalt decat redtile imediate ale omuluiintru” tipic romanesc este astfel un cuvant
ce implia sensul devenirii care ne va readuce latdjila modalitatea permangen Astfel
drumul de urmat este vizibilA fi intru finta” genereaz pentru individ sensul de i sansa
salvarii, calea spre libertate, spre devenire intru cevia defsirea devenirii intru devenire, spre
ceea ce este cu adeat greu, devenirea intru fith Aceasta din urghintroduce in afara timpului
Tnsui, care este cel al devenirii intru devenire, titngspaiul nou al cregei.

Expresionismul sui-generis (elemente raportate la x@resionism) Lupta pentru
salvarea individului este expresiodisbe asemenea unele lagrcu adres sociali genereazun
impact expresiv, cu fof a mesajului transmis. Metoda de #npe a imaginilor este prezeiin
toate curentele provenite din avangardupta dintre elementele angulagiecele organice care
sugine contextul este expresiorisCromatica este in genetaluta sobru in inchis-deschis cu
anumite elemente de contrast complementagi flatice, exist o energie a imaginii care-adin
sens, poate in diago#ialLucrarile sunt configuratsi din dorina personal de a comunica o
reagie la un subiect sau la o stare sufleteédspt care ar putea introduce compizi si din
acest punct de vedere in sfera a ceea ce critioieau in mod vag expresionismatatand
termenul lucirilor tarzii ale lui ElI Greco sau Van Gogh. Imaggexpresi% poate fi considerat
ca fiind propria reate la un subiect. Irigi atmosfera evocatoare creairin culoare, forr si
celelalte elemente compdpinale se vrea a fi una care stgtaeemaoie. Cele trei serii cuprind
compoziii inventate ce se apropie de motive picturale amii coloana, stalpul, personajul,
manastirea, turnulgarpele, pgtera. Niciodat nu este o ane in desfsurare ci numai o clamare
a unei situgi date inelead ca fapi de destin. Ca atare, judecata asupra acestdrijuan poate
fi facutd din punct de vedere al unui gen pictural (porfpeisaj,...si se situeaz la limita dintre
figurativ si abstract. De obicei, lumingl ea inventat, contribuie la efectul de abstractizare a
imaginii, impreuti cu Imgrtirea acesteia in zone de interes maxim sau zoisegkrare a unui
alt tiram plin de misterElemente legate de tehnica compaaior Tehnica compozilor este

mixta, formatul de 130x89 cm, 100x80 cm. Formatele tmeghiulare,reflecta abstract lupta

% Constantin Noica in ,Sentimentul romanesc akdiif) p.7
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cu piedicile vigi” considei Rudolf Arnheim® Ca instrument de lucru este folosit
pensula cu peri tar§i capacitate de modelare a elementelor incatsacerbeze
colturile sau ¢ reliefeze rotunjimile. Tn subtextul tehnicii estmereu lupta
dintre partile apolinice si dionisiace. Dincolo de partea vizilil se afh
contrastul intre angulagi organic datorii pasteisi pensulei.

“Interferente”. Prezentarea subiectului abordat. Seria expune-oinfrerspectiy
globalizatoare posibile momente de insingurareanxietate, deriva persoiaprin care poate
multi am trecut in contemporaneitatea naas#kceste experiga casi altele asemenea lor
genereax o deschidereatre general, spre ceea ce romanul spune cu un tavéiu ,are ceva
sfant”. Lumea ar trebuiasaiba un sens dar pentru un subiect care a pierdutico@a generalului
acesta lipsge. Un astfel de om este suferigidsi poate gsi linistea in ceea ce romanul nuwtee
.Ntru ceva”, aici ,intru sacru”. Scopul seriei este de a prezenta traumele ex@erca pe
posibile @i ale speratei, casansesi elemente in constria unei Lumi mai bune, airei
principak caracteristiz ar fi Lumina. In continuare am tratat modul in ecaam utilizat
elementele de limbaj plastic pentru a reda atmasiescris mai sus.,Deschideri” Prezentarea
subiectului. Seria este inspiate dramele inchisorilor comuniste. Individul, uftaic si psihic,
rewseste intr-un final & devira un supravigiitor, creandui o lume interioat puterni@ si pura.
Celui fira vina i se acord astfel sansa unei elibéri spirituale. Cromatica este sdabrcea a
griurilor, vibrate mai ales spre tonuri calde afurdnd am exprimat #netia sau spre tonuri reci
pentru a reda sentimentul de pustiu sufletescatieplclaustrare. Compoiie cuprind elemente
ce descriu aceste gjpaale profanului claustrant, dar fragmente inspirate de zona sacrulin.
continuare am explicat modul in care elementelintleaj plastic servesc in redarea mesajului.
.Prezene” Prezentarea subiectului abordatezenta serie este urspuns la accidentul care a
produs incendierea turnului unei biserici care egpnta un loc istorigi cultural important.
Aceasi construge, reper al stabilitii, imprima celui care trecea pe la&ngl in fiecare zi un
sentiment al siguraei. Aceste eveniment a marcat exiséemnui ora in care apareale agétau
o lume linktita, in care mersul lucrurilor era mereu agel® astfel de intamplare neferigitte
obliga sa treci in fiecare zi, pe lafigo alé stare a lucrurilor, o dtfata a aceluig oras, altfel
linistit. Salvarea propriei persoane poate fi péivit paralel cu salvarea a ceea ce era un reper in

spaiul cetitii locuite. Seria urrireste 0 exprimare a propriilor 8t provocate de eveniment.

% Rudolf Arnheim, Fata centrului vizual, p.121
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Acestea se suprapun peste subiect intr-o mamepresid, producandu-se o convergera
elementelor caracteristice lumii exteriogrea sintirilor personale. Acest tip de exprimare este
tipic expresionist®® Tn continuare elementele de limbaj plastic sunineotate in detaliu.
Concluzia finala. Lumina interioa#, care apare in pictdarca lumira inventat, ar

fi o posibilitate de salvare, o cale de orientapgesgisirea sensului, compatikail
cu acel a fi,intru ceva” atat de specific roméanesc. in seriile compomale

,ntru ceva” se concretizeazastfel, Intr-o viziune,intru sacru”, eliberatoare.

% Considersi despre expresie/autoexprimare preluate din ADaaveanu, Teoria europesaa arteisi psihanaliza,
p.100
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SUMMARY

The first chapter encompasses the osgof Expressionism. Placed in
historical context, the origins of Expressionism ymiae linked to the victory of
1871, when thehigh necessity of disciplinas introduced in schools. The
changes emerged with the late industrial revolutiand the dramatic
displacement of countrymen to the cities. The grosl of expressionist trends
must be retraced in the militant attitude, the olyewnleclared social belief,
mysticism and deception. Among the most powerfukdary and philosophical
writings, those of Nietzsche tendfascinating attractionin that they consider
german art as decadent and conjecture the exahltadifocreativity. At the same
time they consider instinct as being superior toraldy. Exotic art draws
analogies to the art of infants by means of idespla drawing. The ,roentgen”
drawings of the palaeolithical age are found in Gald, the emotional distortion
used by egyptians is an inspiration font for thepExssionists. The mask, one of
the artefacts of African cultures that best expesspowerful human emotions
such as dismay, astonishment or cruelty, also hadndluence on Expressionist
art. Romantic art. E.H.Gombrich considers the relinquishmentafy ambition

to make things as we see thdm be an important step in art which created a
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bridge between the artistic generations of the XiXand XXth century.The
gothic art The rediscovery of the medieval german gothic acbanters what the expressionists
called and thought of as pure authentic vital®arttractive are the impression of strong
integrity held by medieval art, the conventionsagf history, the unnaturalists forms and the
profound piety, understood as products of an initradition; the gothic sculpture of the
cathedrals in Naumburg, Magdeburg, Bamberg is higtppreciated by the expressionists
Matthias Grinewald paints“The Esenheim Altar’(1512-1515), a very important painting for
the german expressionism, highly representativétifier emphasis of german art'The finality

of art is fervency and not quietude. The problenthaf existensial mistery expressed through
images, the perplexity of the aesthetic, as weflthg colourfull clear-obscoureink his work

to that of the expressionist8osch (Jeronimus van Aken)His themes are connected more to
particulare, ungeneralized life, death, fear, desiton, dismay, moral disintegration as found in
“Idleness”, hybrid abnormality, the unorganic transformed ithe organic, the background
understood in photographic terms, the examinatfomaral interiority, themes which resemble
those of modern artistd.ucas Cranach The Elder (1472-1553) Ugliness is considered a
tipically “human trait”. “Crucifixion” (1502) contemplates burlesque diformity. A direct
influence of Cranach’sVenus”, painted in 1532, is found in Kirchner’Standing Nude with
Hat”. In Jorg Ratgeb (c. 1480-1526), master of plastic satyre uglinessynonymous with
moral duformity. He experienced socio-politicalteta (“Resurrection®) Albrecht Altdorfer
(1480-1548) portrais anguish withdetxaggeration of feelingsivith an accute sense of reality.
Nature participates to the epicly diplayed humaanth that resembles the representations found
in romantic paintingPieter Bruegel The Elder(1525/1530-1569) covers the psychology of the
epoquethat experienced conflictual states of mind: mgistin and rationality, clearness of mind
and confusing thrill of emotion, compliance witlality or escape into the imagination and the
arbitrary” .®® Themes such as the implacable fortuna, the seihdeath, the drama of human
isolation that reaches anxiousness and abandonmsemt“The Gloomy Day”, the drama of
helplessness and human despair but also the ceemse of human isolation, the harhness of the
human cry that we find in Munch together with tloeial satyre as a response to the spanish

terror; the theme of madness is also present irpooany artistsAlbrecht Durer (1471-1528)

®”Ashley Bassie, Expressionism, pg. 28

®|on Biberi, Bruegel, pg. 8
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The expressionist german fascination appears imntease use of wood engraving, considered
for the “Die Briicke” artists the ideal means téxpression, daring illustration and undelayed
work”.?® In El Greco “the intense movement, the great technical skild ahe profound
knowledge of the human conditio®.exist by the interlacement of vision with reality The
unique point of view is one of self knowledge amdlgsis of the human condition. What he may
have in common with the is the fear of the unkn@md that of discovering his own anxieties,
as well as the abyssal experiences representédh@ Martyring of Saint Maurice”.The
Romantic movement German Expressionism continues the aesthetics of
romanticism through the freedom expressed in vigdintings, through the
manifest expression of sentiments of fe&iambattista Piranesi (1720-1778),
beginning with 1755, represented the imagery ofrfaa ,Prisons of the
Immagination”. Kenneth Clark considers that despite these, thears and
frustations of Piranesi’s prisons’are common, he also recognises feelings of
piranesian melancholy in the XIXth century workhess and railways,
considering themthe prisons of industrial society”.Gericault paint,The Raft

of the Medusa”(1819), when the dramma of an occured event caroé the
.cold heroic art”. Controversy rises between the primacy of colouraiagt
figure, methodical art against passional, instiredtuart, between the the
calmness conveyed in painting and strong, drammatfects.Eugene Delacroix
(1798-1863) introduces theatmosphere of darkness and terrorjn ,The
Barque of Dante”. ,The Massacres of Chio€xpress human dramma, anxiety,
phisical pain, disease, death to grandiose exteimtshe shere ofthe real and
the everyday sublime”He shifts from the,art of figurative expression to that
of cromatic expression” This is where artists such as Van Gogh, Cezanne,
Renoir, Bonnard, Matisse grow fromlThe German romantic movement It

explores”the driving force of human inner life"In Germany romanticists reacted to

% Ashley Bassie, Expressionism, pg. 37

" Andras Szekely, Spanish Painting, pg. 25

" In the opinion of Julius Meier-Graefe (german agtitic, 1867-1935), din A.Szekely,
Spanish Painting, pg. 28-29

?Gheorghe Ghiescu, Artistic Anthropology, Vol. I, pg. 68

30



historical circumstances and had an acute ser@&areness ofthe unfulfillment and drama of
human existence”The mood became more important than allegoriessgmbols. The spirit of
german romanticism carried through to the germamessionists which considered thHegust
renounce the traditions of rationalistic enlightnitenCaspar David Friedrich (1774-1840) In
“The Tetschen Altar’he diverts the aim of a landscape towards an pHarting in which the
christian symbol is engrossed in the natural sgedapicting“the scene as a landscapeF.or
Henry Fuseli (1741-1825), swiss, fear becomes the subject wiique preference. Influences
Munch’s work“Sick Girl” (1890). Romantic themes such as witches, ghoststsgand horses
also influenced Picasso (especially in his latearge and are directly connected to fear and
sexuality. Goya y Lucientes (1746-1828) The frescoes of Quinta del Sordo hawe a
uncommonly dusky chromaticg“Cronos Devouring his Children”). The imagery of
supernatural scenes have in comnitimee universal language of fear”The extraordinary
freedom of his brushstrokes, which through theigovi“made of Goya a forerunner of
Expressionism”® have not been equaled until the expressionist A§liam Blake (1757-
1827) “regarded every natural phenomenon as supernatufal’and circled his work with a
sense of clearvoyance and poetry. He was a greairexdof gothic art which he considered
vivid, unlike the greek one which he viewed as raathtic. Thé'Book of Urizen” illustrates all
that he hated mostdefinition, restriction, measurement, materialisnWilliam Turner (1775-
1851) regards nature from a pessimistic and cafast. “Rain, Steam, Speed”subjects
inspired by the industrial era materializing underner’'s eyes, are very well fitted to his style
and pessimism. For him, the freedom and vividnéssolmur meant a victory of the irrational.
Artists belonging to the XIX™ century and beginning of the XX". The XIX™ century, by
breaking up with tradition, set the grounds for #reof the following century and the rise of
Expressionism. Gombrich discoveres how greatly egpted were the works which openly
manifested absolute truthfullness without settliiog borrowed effects and matching every
brushstroke with a manifestation of consciousnéssionore-Victorin Daumiere (1808-1879)
approaches social, political figurative dynamicvdray with “open forms” of photographic type,
with a hint of cleare-obscure. He grasps the pdggyoof the characters, preserving first

George Oprescu, History of Art sec. al XVIlI-lepg. 112
"|dem, pg. 80
Petru Comarnescu, Junctions of Universal Art, #8§.
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impression in an approach nearing him to modern‘ldd is, in a way, a forebear of Mannet,
Cezanne and european expressionists through thggexation of human physical trade&”
Edouard Mannet (1832-1883) Lithograph$Races at Longchamp(1865), gives rise to forms
in a confuze mass as well as to the impressiop@éd and lightCamille Pissarro (1830-1903)
communicates the essence of the painter’s visidih iiportant allies such as photography and
japonese printed plates. He was descovetngadition alien to rules and academic cliché”
Paul Cezanng(1839-1906) What he sacrificied in his paintififpe accuracy of forms”to give
the impression of solid space, put into questiom datcome of the history of arGeorges
Seurat (1859-1891) in order to compensate the complefityis technique simplified the forms
by approaching the impressionist problem almostheraatically.Vincent van Gogh (1853-
1890) creates an art expressing emotion. His btioles reveals his state of mind afitie
colours have flat and simple touches just like jagse prints”’’ He renounce%he immitation

of nature” as aim of fugurative art and sacrificies the accyraf form in order to express
emotion; the expressionist element is represenyethd state of anxiety in his dramatic works
from the flamboaiant periodRaul Gauguin (1843-1903) In the isles of the Pacific he combine
the spirit of the natives with the simplicity ofrfos and the intense colours on large surfaces in
order to create paintings witlh wild and primitive aspect”His work offers starting points for
artistic movements such as Fauvism and Lyrical retibn. Henri de Toulouse Lautrec
(1864-1901) draws near throughe passion for the nature of a face, of a shageg show, and
the almost burlesque representation through whietekaggerates and magnifies theffiThe
favourite sphere of Suzanne Valadon(1865-1938) is that of the humain and that of the
expressionists < paint people so that | may learn to know thenMaurice Utrillo (1883-
1955) Seeks ifithe representation of those poor but richly exmige houses*the expression

of sordid grossness dignified by poety”For Henri Rousseau (1844-1910)“the fantastic
image sprung from a dream, in our sensitivity, iis,fact, an equal of our world” The

represented themes are those of hunting (killirsgprm, of fear of lightning, the dream.

E. H. Gombrich, History of Art, Pg. 517
"Vincent Van Gogh, Letters, pg. 169

8 Ashley Bassie, Expressionism, pg. 51
 E. H. Gombrich, History of Art, Pg. 517
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According to some criti¢8 James Ensor(1860-1949) becomes a forebear of european in the
XX™ century. His major themes can be analyfedreference to character, his exaggerated
subjectivity, but at the same time in referencevents, the taste of the epoch and even fashion”
He is preoccupied with social and political satyleurgeoisie, but his personality seems to
overlap the christic image. Ensor believes in mghbut his own drama. The crisis of identity
and inner dissociation are expressed through thghasised importance of the maske theme

of the shadow expresses the ignorance of charactensnanded by destinfedvard Munch
(1863-1844), norwegian painter, expresses memofiéss past anguish through distortion and
synthesis. Amongst his obsessions the most occarmgleepless nights, the terrible isolation of
the individual, moral decay, madness and deathesgmted in a unquiet style, tortured by
anxiety at“the enormous infinit scream of naturegnnouncing the Expressionist movement.
Munch emphasises the highlighting of the inner aall expression. His personal exhibition in
Berlin in 1892 contributes to the afirmation of EegsionismFerdinand Hodler (1853-1918)
(Switzerland) is an expressionist without being l@naf it (in the oppinion of Dan Grigorescu)
combinig the real with the symbolic and depictingtate of mind rather than external reality.
Paula Modersohn-Beeker(1806-1907) avoids sentimentalism, regarding thedvaround her
as“grand in its simplicity”, aquiring a vocabulary through which object andss¢éions can be
described. (Self portret with Camelid&athe Kollwitz (1867-1945) foreshadows expressionist
aesthetics through the representation of the asadi@l conflict by the use of traditional graphic
techniques witlfcompasion to the poor and oppresséddhe fact that she directly participates to
human suffering brings her close to the expressisnin the sense of german Expressionism we
trace violent contrasts of black and wHitlee tension of shapes and movemenittvis Corinth
(1858-1925) is considered one“ttie triggers of the burst of Expressionism througgdr art in
marked by a sensuality provoked by the tragic sefsatality.“®* Ernst Barlach (1870-1938),
independent artist. Sculpture was influenced byab&milation of early gothic (sé¢Beggar”,
1930) and through the linear stylizing and gothiygiognomy?? His style is characterized by
the use of cubic forms. He deplores the misfortahenankind (Woman Crying 1923) and

expresses a tragic concentration of forms. In  thellowing chapter we described

8 Conside# Constantin Prut in Dictionary of Modern Art pp. 33136
8 Gheorghe Ghiescu, Artistic Anthropology, vol Il, pg. 149

8Dan Grigorescu, Expressionism, pg. 96
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Expressionism and Neoexpressionism in paintinghénfirs part we traced the evolution of the
German Expressionist movement beginning with treugfDie Briicke” and following“Der
Blaue Reiter” and their representatives, as well as the endhef German Expressionist
movement.

DIE BRUCKE (THE BRIDGE)

It appears in 1905 in Dresda. Founding members Kirehner, Heckel,
Bleyl, Schmidt-Rottluff. In 1906 join the group: MaPechstein (1881-1955) ,
Emil Nolde (Emil Hansen, 1867-1956), Cuno Amiet 6B31961) (from
Switzerland), Axel Gallen-Kallela (1865-1931) (firsm). Among its most
representative members are Oscar Kokoschka (1883) and Otto Mduller
(1874-1930). The journal,Der Sturm” (,The storm”) popularises the new
artistic trends. In 1911,Die Brucke” settles in Berlin. The group loses
cohesion when it is left by Nolde in 1907, by Bleyl 1909, by Pechstein in
1912. In 1913,Die Brucke” is officially dissolved. The main traits of the
paintings of this movement are the outburst of forumder the urge of
unconscious, haunting forces, the incandescenceoddurs, the illusiveness of
images, the merging of the grotesque with the smkli the ,laborious and
brutal” graphic sign. The works foretell social catastrgpdnd seek the truth in
the inner self as a means of escaping the twistedcsure of external realit}{®
Another important group isDer Blaue Reiterfounded in 1911 in Miunchen,
which claimed that,the artistic domain greately differs from the natl one
and that the determination of artistic forms depsersblely on the inner urges of
the subject”® The common traits of their style are the largefaaes, rigurously
separated, vivid colours foretelling spring, thestte of communion with nature
sprung from the tediousness of urban life.

After the issue of their manifesto, an annuary dedf by Kandinsky and
Mark named Der Blaue Reiter the first Blaue Reiter exhibition opens in
Munchen in January 1911. Kandinsky declares in ihsued manifesto that

salvation lays not in form. In the second exhilmtiof Der Blaue Reiter in Munich 1912

8 Dan Grigorescu, Expressionism, pg.46
8 Giulio Argan, Modern Art, pg.52
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take part: Braque, Picasso as well as other painteDie Bricke. Because of the war the group
brakes appart in 1914.

The works “The Problem of Form in Gothic Art”of Wilhelm Worringer and
Kandinsky's “The Spiritual in Art” are important for the development of Expressionism
Theoretical principles immerge and are followed, veall as a constant preoccupation for
determining the expressive function of colour. Wb& Bricke and Der Blaue Reiter have in
common is‘the belief that art can express an inherent huntarth and that it can bring sense
into the life of people®™ Alexis von Jawlensky (1864-1941) From a palette of fauvist
influence he evolves towards a palette based omali@nd geometryVariations” after 1913
and“Meditations” after 1935° August Macke (1887-1914)‘Our most beautiful purpose is to
find the energy of the colours which can forge spaeithout settling for a lifeless clear-
obscure”. “In Front of a Showcasel912,“Sunny Road”1913,“Promenade” 1913. Alfred
Kubin (1877-1959) german black and white artist. Hisknigra representation of the personal
dramas that tormented his life (the death of hiar dmes) and of his “need to drearjanz
Marc (1870-1916) lives three experiences: that of tifi@t of the citizen and that of the arti%t.
only paint that which is most simple because amlgimplicity lies the symbolic, the pathos and
the mysterious in nature®’ The “cosmic fusion” between the elements of the image and an
apocalyptic vision appears in his paintings (see dbstiny of animals)Wassily Kandinsky
(1866-1844) of russian origin aspires to a regeatiwr of art through purspirituality.®® he is
influenced by the latest scientific descoveries hrdassociates the disintegration of the atom
with that of the entire world. The grammatics oinpiag shall be enlightenned not by the laws of

physics as in cubism but on the basis of inner |deslaws of the spirit.

Paul Klee (1879-1940) is a fulminant presence in expresssani who perceives
the expressionist movement as an artistic domainwinich artists seek to
express their own personality. He comes to the ideat "the more terrible a

world", the more abstract its art, whilen blessed world produces mortal art".

& Little Sthephen, "isms...understanding art”, pg.105
8 Constantin Prut, Dictionary of Modern Art, pg.215
8 Franz Marc, Notes, pg.190

8E.H. Gombrich, A History of Art, pg.201

35



Art does not copy the visible, it creates the visibdescovering thus the true
nature of things.

THE END OF THE GERMAN EXPRESSIONIST MOVEMENT

The anti-expressionist response is not a reactionat movement with
numerous ramifications, but more an attempt to gévedit to a different state of
mind that opposed the painful inquiries of inneffeliand social existence
proposed by Expressionism. The critique towardsrespionist aesthetics began
around 1920, when G. F. Hartlaub, the director the Mannheimmuseum
accuses this artistic movement dhilure” and cannot foresee any possibility of
development for german art in the direction indieditby Expressionisrf’

A new group is founded under the nanibe new objectivenessame that
G. F. Hartlaub will use to introduce a realisticnteency of german art in an
exhibition in Kunsthalle of Mannheim in 1932. Theare characterised by a
rejection of illusion, a negative expression angagnant pessimism. Folklore
is use in the support of the theory gthe community of people” Nationalist
slogans take over the idea. Hitler’'s nationalismesigshem in its propaganda.
Some artists of,The New Objectiveness’merge into naturalist painting
considered,the true coloured photography and the sole oneh® accepted by
Hitlerites”. Most valuable representations of the aestheticstto$ group are
those of the artists Otto Dix, George Grosz, MaxcBmann, which preserved a
humanist approach. They denounce, in the name ofasadeals, the attempts to
conceal the truth, and bring forth what they coresideal social risks: famine,
terror, war. These are some bdthe most disconsolate and disillusioned of the
expressionist artists™

Hitler's rising to power, with the help of the geam bourgeoisie, brings
with it a stagnation in the evolution of modern dorms. This type of art is
banished in the name of "the purity of the germance. Dix is arrested, Gropius,
Groszsi Thomas Mann move to the United States, Beckmami®tanda, Klee to

Elvetia, Rohlf si Barlach die in misery, Zweig commits suicide inatin

89E.H. Gombrich, A History of Art, pg.119

“Dan Grigorescu, History of a Lost Generation, p442
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America, Max Ernst is arrested by the authorities Vichi, Karl Einstein, art
critic, commits suicide in French Guyana , Herwamhalden, the advocate of
Expressionism,dissapears in 1933 and is not to &ardh of again. After the war,
except for Nolde, The representatives of Expressonevolve towards fauvism
or mystical neo-romanticism- Heckel, Pechstein,h@adt-Rottluff, Dix etc.
Some of the emigrant artists remain consistent wilRkpressionist ideas
(Kirchner in Switzerland, Kandinsky in Fraga Beckmann in the United States,
Kokoschka in England, Switzerland). It is with theelp of these artists and
thanks to the prestige of the movement thggxpressionist ideas were
productive (nontheless with slight changes) in aotheuntries”.

Further on | presented some of the artists that ifested as
expressionists outside Germany.
AUSTRIA Oscar Kokoschka (1886-1980) The works he painted between 1924-
1931 are illustrated through the ravishing blissnoén in nature. He restores the
life of the cities he passed through, he gives greaportance to colour, he
emotionally envolves in landscapes and accomplisbee of the wishes of
expressionism, namely that of making of every wor&gardless of its theme, a
self-portrait Anton Kolig (1886-1950) The narrative, symbolic themes he
chooses have man as main character. After the vhaer exthatic thrill and
"mystic heartbeat of merging with the divirféare encountered in expressionism
(monumental and mystical) and in the baroque resdence present in his work.
Egon Schiele (1890-1918) He protests against the uglyness anmsgness of
urban life. He is a typical example of Austrian Erpsionism through the
.,unrest” represented both graphically and cromaliica

BELGIA Constant Permeke (1886-1952). Art,was created as a protest
against philistinism, dehumanizing industrializanio and everything that
declared itself against nature and her law$'with a turn to social realit¥, in
an oppressive imageGustave de Smet(1877-1943) After 1922 he embraces

“Dan Grigorescu, History of a Lost Generation, pg.1
“Dan Grigorescu, Expressionism pg.157
% Constantin Prut, Dictionary of Modern Art, pg.349
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expressionism in compositions that give the impiessof ,infantile scenery”.%

Jean Brusselmans(1884-1953) His work with delicate touches of grewivid
bursts in lanscapes and in the representation o ttuman body, seeks
L,universal rithms” in the paintings dedicated to natural elements; aater,
earth. Frans Masereel (1889-1972) emerges as an unshaken combatant afgain
opressiveness and war, a true defender of humanitdigHis reccurent theme is
that of the heroe,Masereel’'s heroe (...), a man that loses his walls,
becomes victim but learns, understands things, $ownd fights”® Edgard
Tytgat (1879-1957). He paints using simplified forms, saednted colour, as in
., Doll Story”, in "a world of puppets... drammas are experienced with
ingenousness® Joseph Kutter, Luxembourger,1894-1941, depicts the acute
bleakness of existence”. His portraits of clowrnsw anguish hiden under the
mask of the grotesque. His lanscapes are, as wi&gltressing, bitter, upsetting.
FRANCE The first Expressionist wave in France. Geoges Rouault
(1871-1958) ,He experiences a painful and colossal compassioor the
suffering of human kind”and paints it, from the desfigured body of the
prostitutes, to the beasty faces of the judges #mel melancholy of clowng’
Pablo Picasso(1881-1973) between 1900-1906 reveal,cld expressionism’
Amedeo Modigliani (1884-1920) Succedes in interpreting cubism andvisimn
in a way that can be seen as expressionist in lhbéhtreatement of the models
and the indifference to what isn’t human, in theefarence for humble people,
despair, bleakness, the dissapointing sensualityhef nudes, the melancholy of
portraits. The second expressionist wave in France. Chaim Sdot (1893-
1943) His themes are landcapes with,generally absent sky”and no rest, as
well as portraits transformed iymostrous vegetable bodies’still life with fish,
plucked birds, pieced of decomposing meat. From %2 becomes obsessed

with ,the movement of trees and displays a sort of egcaydg man from the

%“Dan Grigorescu, Expressionism, pg.160

%|dem, pg.12

% |bidem, pg.163

”Gheorghe Ghiescu, Artistic Anthropology, vol.ll, pg.147
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vastness of nature® Marc Chagall (1887-1985) Senses have preceedence,
transforming,into images his desire for peace and mercy towanmeople” In

the main, his wolrd is freed from the original sibut images of pain are also
present in,the drunken”, ,The News boy”and other works of 1912-1914, where
the ,pathos of compassion’becomes obviousMarcel Gromaire (1872-1971)si
Edouard Goerg (1893-1969) common for them are subjects that ttrean in
response to cubist intelectualism and lack of huryanOutlines have less
importance, paste is abundent and brushstrokeselaggerything is imprinted on
.a dull and gloomy universe”,ochres, smoke greys. The message conveyed is
connected to the feelings before man, society, matdate, namely fear, pity,
anxiety. ,Forces Nouvelles™ Robert Humblot (1907-1962) Georges Rohner
(1913-2000) Henri Heraut (1894-1982), beginning with 1939, answers two
tendencies: the neo-realist one and the expresstoone. In their art they
practice perspective, modelling, clear-obscure,ureing to the past. Their
pieces illustrate the humane, pain, the fear andoteof the 1930's fed by the
memory of the past and the idea that nothing candbee to stop it.Andre
Marchand (1907-1998) shows a preference of graphic ovelouaol of form over
atmosphere, of composition over performance. Haryaomoves from dun to
blue. After liberation, Expressionism took a newrrh, as in,The Hostage” or
,Christ on the Cross” ,delivering a message of pain; the search for the
character, for an exaggerated expression and thbhepia are obtained through
less temperate meansFrancis Gruber (1912-1948) creates transparent
allegories about failures, misfortunes, dismay,tistaneditative shapes, great
bare woods out of time. His revolution is an enkjrénterior on€®. ITALY and
SPAIN Lorenzo Viani (1882-1936), creates a non-conformist art, clogeits
beginnings to the miserable life qthe unfortunate and the opressedQttone
Rossai (1895-1957) His slim characters resemble thoseXtifith century. He
paints thieves and prostitutes, innkeepers, a wasfdspiritual emptiness on

gloomy scenery, using a restrained palette withyaghey tones.Mario Sironi

% Gheorghe Ghiescu, Artistic Anthropology, vol.ll, pg.109
“|dem, pg.169
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(1895-1961) In the landscaped of industrializediest we descover a lot of
"Nietzche's neoromantic opposition to modern cap#t civilization”. These
artists eventually praised Mussolini’s politicaleds. Expressionism iBpain is
represented bylose Gutierrez Solana(1896-1945) who illustrates the passions
of existence integrated into the scenery of Madsidutskirts and into rituals of
rural celebrations; he also depicts misery and Hepgness in a very poor Spain
suffocated by mysticism.

MEXICO The art of Diego Rivera, David Alfaro Siqueiroscadose Clemente
Orozco is connected to the art ofThe New Objectiveness”.Mexican
monumental art, though, is deeply rooted into higtoEXPRESSIONISM IN
ROMANIA. During the first decade of the XXth century, Expsemism in
Romania is marked by individual manifestations odnme artists. Art critic
Theodor Cornéf? in individualizing the artistic experiences of thepoch,
regards them agresurgents” with an expressionist attitude, creating,reobler,
more signicative and abundant in aesthetic expecienaiming for everlasting
truth as they move® The expressive direction, the contrasting harnesnithe
concise representation of volumes estrange themmfitthe impressionist and
post-impressionist Romanian tendencies. The artisd, in their majority, the
experience of German Expressionism or French Fauxpressionist influences can be traced
in caricatures, satyrical drawings, self-portraissngular or group portraits and symbolic
landscapes. At the same time, we can affiliatexpr&ssionism through aspects of their work:
Tonitza, Theodorescu Sion, Iser, Stefan PopesafarsDumitrescu, Gheorghe Petrascu. There
are also artists thst cannot be considered exprasts: Luchian, Steriadi, Ressu, although their
work displays certain expressionist traits. Vasgilerea remarks that in the Romanian school of
painting Expressionism had a less coherent evaiutian Impressionism due to the tendency

towards “hormony and equilibrium”. Hans Eder (1882-1955) is considéfédan authentic

preluat din Amelia Pavel, Expressionism and its miges, pg.72, regarding Theodor
Cornel’s affirmation in ,Social Life” of 1910

Y from Amelia Pavel, Expressionism and its Premispg,72, the quote belongs to Theodor
Cornel, ,Social Life”, 1910

92 1n the opinion of Vasile Florea in , History ddomanian art” la pg.663
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expressionist bothtormented and revolted, disappointed and fright&hein his portrait or in
“Terrified”, and in his landscapes distorsions and uglynessgenevith fear under an
expressionist tension. Nagy Isvan (1874-19%)es human fate above afi®®. In his work he
represents more of‘fate and the innevitable than human traitsExpressionism meant the
creation of a bond to other artistic movements aglCubism, Constructivism, Abstractionism,
Surrealism.

In the following chapter we analized the internasibevolution of Expressionism after
1945 when international changes take place in @ihalns, the boundary between normal nad
abnormal is difficult to set by psychologists andgientialism brings a new point of view to the
meaning of life and the existence of divinity. Ténés a tendency ttexploit the fragmentary”.
Some movements are preoccupied with the absurdlilyep in an existential trend, and in the
same trendjust like the act of living itself becames theraffition and sense of life, the act of
painting itself becomes a work of art, with its omeaning”%*

THE SCHOOL OF NEW YORK . American art has become a synthesis of european
styles, european cultural inheritence and the petsexpression of every artist. The school of
New York created the abstract expressionist styleas as main representatives Hans Hofmann
(1880-1966), german, the ducth Willem de Coonirgp@t1997) who moved to New York at the
end of the 1920’s, Mark Rothko (1903-1970) from &asand Arshile Gorky (1904-1948) from
Armenia, Jackson Pollock (1912-1956), Franz Klii®10-1962), Barnett Newman (1905-
1970), ecc. In 1943 they state the importance @ttibject which becames crucial in the work of
art, the importance of the tragic and eternal auntide solely valid one, as well as the meaning
of large sized form since it has the effect ofitreguivocal®®

INFORMAL ART  Art critic Michel Tapie considers agnformal” tha
art that uses,mental improvisation” without a determinate form, still bearing
surrealist connotation?®® Explicit figuration is avoided, form is decompake

through matter and colour. Among the informal ardisve mention: in France

1%3|n the opinion of Vasile Florea in , History ofd®nanian art”, pg.76
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Wols (Wolfgang Schulze, 1913-1951), Jean Fautrie898-1951), Jean Dubuffet
1901-1985) and as abstracts, Pierre Soulages (19)19h Spain, Antoni Tapies
(n.Tn 1923), in Germany, Julius Bissier (1893-19569xpressing the anxiety
,generated by nazism.

NEOEXPRESSIONISM The term,postmodernism” was introduces in
1975 by the architect Charles Jencks, when he ditito end the ideology of
functionalism. Towards the end of the 1980’s, postiarnism is considered
rather ,a change in attitude” than a new sty®’, with a ,traditional and
retrograde air". "International trans-avant-gardestatch the eye of European
and American public in the 1980's, in three differevays: Neo-expressionism
in Germany, Bad Painting in the US and the ItaliBrans-avant-garde.

ITALIAN TRANS-AVANT-GARD. The concept of trans-avant-gard also
called ,New Image” is introduced in 1979 by the Italian critic AchellBonito
Oliva in Flash Art Although the dominant trend is minimalist andnceptual
art, artists return to free, figurative paintinghdy show interest in figurativ and
abstract expressionism without denouncing Renaissapainting."The art of
contemporary avant-gard is an art of expansion, iatlusion and synthesis,
through which contemporary artists have undertakée ethical mission to find
the significance of human existence and to expreélss beliefs by which
humanity lives.® Sandro Chia(b. 1947) He treats forms in an acutely burleseress of
conventions, breaking the rules of classical artl @iving the impression of immediate
comprehension. He’s interested in the manner bghipiainting can illustrate the condition of
human existence, showing in chronological snapsticscompression of a lifetime experiences
(working, travel, contemplation) all coexisting tite same time!®, Francesco Clemente
(b.1952) The images he depictsare heretic, withquieatly occuring mutilated limbs,

crookedeyed faces and rich cromatics. His workheracterized by ecletism and symbolism, the

7 patricia Carrassat considers important in her booMovements in Painting Patricia
Carrassat, pg.623

1% Fox N. Howard, ,Avant-gardes in the eighties”, exfp987, California, Los Angeles
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violently expressionist style of the paintings ahd almost religious content. In the following
years he becomes more of a surredlist. Stanza della Madre”evokes large decorated murals
of Renaissance and Medieval palad&szo Cucchi(b. 1949) His large sized paintings such as
“Ferocious Tongues” and “Paintings of the Earth8@Pbrought him a wide recognition. The
simple imagery, the bright primary and secondafpurs, the daring drawings, waves, flames,
skulls, textured surfaces, all with symbolic coratimin lead to dportrait of the universe in
apocalyptic terms.**°. Dramatic effects of light, hollow, compressed cappear in his
landscapes. White, deep shades of gray, and bltacksad in an almost caravaggian style. He
introduces wooden or iron elements, neon tubéprehistoric dawn”(1983).Mimmo Paladino
(b.1948) is inspired by the Minimalism and Concepitim that he combines ifnis desire to
revive the power of expression and emotion in df{’Elements of his work are fragments of
things, hands, plants, masks and furniture comstgua visual language characterized by
“ambiguity and fluidity”, which is not by far‘narrative and liniar". From 1983 he begins to
show interest in sculptural forms. In time the idistion between sculpture and painting fades,
giving way to“the dialog between the two means of representatioh

GERMAN NEO-EXPRESSIONISM The construction of the Berlin Wall genereated in
1961 a long awaited new beginning in West BerlimrlkHorst Hodiecke (b.1938), Markus
Lupertz (b.1941), Berndt Koberling (b.1938) foundedl961 the gallery “Grobgorschen 35”.
“Violent painting” is the name taken in the 1970’s by the artists &alretting (b.1949),
Salome (b.1954), Berndt Zimmer (b.1948) and Helmdiddendorf (b.1953). They generate a
new artistic movement similar to Fauvism in coland to German Expressionistin the
expressive form introducing figures inspired by tbentemporary German culture and
history”.**® They will never deny their appeal to Romanticismd aExpressionism. Neo-
expresionist artists take interest in subjects d¢jlidt and the responsibility of the German people
in Nazism. At the same time they revive figuratemmd painting, endowing art with its humain
interest, idea which is in fact characteristic ter@@an Expressionism. Their art is a way of

“recovering, rectifying and revisingthe dramatic experience left behind ‘tlye sense of their

" Article taken from Grove Art Online, Enzo Cucchi
M jennifer Bayles, ,Educator for Special Project@Q01
“2Erom Paladino at Guggenheim Museum, Venice

M patricia Fride Carrassat, Movements in Painting,220
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own loss and defeihe dissease troubling their contemporaneit\eigstential frustation”, the
frustrating desire to mean something as Viktor kratates. The moving force and supreme
motivation for man is the will of meaningfulnessris and figures are sometimes bizzarely
distorted, in an inhuman appearance, with a tendeémagive full meaning to that which is
meaningless, through the process of suffering. I8intio Expressionism, it encompassses
emotion and social uglyness. Neo-expressionistigigabecomes a symbol of healing, artistic
creation generates a powerfully aesthetic way ofiging horrid reality.

Georg Baselitz (Kern) (b.1938) is an “artist strongly rooted into tradition™*,
“reviving the old German Expressionist beligff abstract expressionist terts, in connection
with historical and cultural circumstances. Thasatexpresses a desire for catharsis. The series
“P.D. Foot” 1960-1963 give an impulse to metamorphosis. Sofrierture, a self-imposed lack
of colour, expressive lines lead to aaggressive distorsion”far from creating“pleasant
sensations”; they lead towards the boundaries of painting asadnof form. In the series
“Fracture” 1966-1973 hébrakes the corporality of the heroic motifthe autonomy of painting
from content is obvious. the existence of invergaintings between 1970-1980 can be
connected to his assertion: Motifs are chosenunyrstincts. Our pain needs paintthitor with
the idea of inversion of shapes inspired by thegenaf St. Peter’s crucifiction, nearing the idea
of crucifiction of the entire Germarly’ Baselitz's shape is a strange mixture of spendor a
pathos of grandore and ruin, a triumphant and @mosgant victim... The works of the early
1980's are reactions to the paintinglE BRUCKE (“Orange Eaters”).The serie$45” 19809.
Grid networks and th e inversion of figures as veallcolours give a feeling of restraint and
entrapment of characters, in allusion“time zero” of the &" of May 1945 when Germany
surrendered!® The paintings of the late 1990’s and Hemixes” revolve around the idea of
unification of Germany, memory and history. IRemixes” Baselitz “reinterprets his own

inverted motifs”in a much more hermetic mann&:R. Pennk (1939, Dresda) lives in Dresda

M4Karl Ruhrberg, Art of the 20 th. Century, vol. pg.368

"5 ponald Kuspit, A Critical History of 20 th.- Centy of Art, 8th, decade, pg.13/24

18 1dem, pg.154

" from Donald Kuspit, A Critical History of 20 th.€entury of Art, 8th, decade

18 Norman Rosenthal on Georg Baselitz’'s inverted paigs and sculptures, The Guardian,
pg.l of 6, Saturday, 22sept. 2007
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until 1980. His background of Eastern Germany ferbgn to use anstract images in order to
convey meanings refering to existing political ie$, under the circumstances in which
Socialist Realism defines the era he lives in. Woeks “Standart” began in 1968 under an
invented name are a method of creating informapveducts. His symbolism “creates a
symbiosis of the rational and the irrational, ajits and information” and find their expression
in “Analytical System”, “The World”, “Standart”. His independent direction from Socialist
Realism determines him to create sa so célledges of the world "in 1961 in which‘timber
man” already appears together with a combination afirgon and abstraction, progressing
images that render the idea of the Cold War betwkerEast and the Wes¥larkus Lipertz
(b.1941) He disputes, in the name of his colleaqagainst the appearant cryptic aspect and
elitism of contemporary art. His lifé am the painting people’is famous. His early painting is

119 tarms. The elements he introduces are liniar obegal contrasts,

defined in“dytirambic
“sensual tactile and geometrical structur&S, far from the symbolical alegorical traditions of
German art. He rejects being labeled'raso-fauve”, although his work is characterized by an
untragic pathosnd “a vivacity af the attack”.The act of painting seems to t@s sole and
fundamental theme”despite the subjects he approaches. His paimtamgbe placed between
abstract and figurative, in dytirambics. In thesddicentered upon the invention of the new, the
non-sense, the poetic subject that leaves behihgipainting an incomprehensive print, with no
function and detached from the conventional contéxtomprehension*%. The1970’s bring
works such a8German Motifs” repeating themes, which are taboos in post-wam@ey: steel
helmets, armors, staghorns, officer hats; thesenigeto the so calletsubjects of painting”.The
1980’s revive themes from the history of art innpisigs such as‘Interstitial Ghosts”.
Surrealism, Cubism and ancient art leave an imprinthese works. Lupertz repeatedly confirms
that“l want to paint”, despite the seage of image production in med@amFt993 the motif of
the skull is resumed iFfMan with No Women. Parsifal’Landscapes interest him in 1997 as
collage painting, through the method of “paintimgeipainting”. In grid networks and in the
series of nudes seen from behind that he contimugn® years 2000Vesper” displays a clearly
naturalist feature, while the rest of his paintocanstitutes in small taints of colour and a grid

19350ng to Dionysos; enthusiastic lyrical poem; exaged eulogy;
20Eric Gelber, Markus Liipertz: tents-Early DithyrambThe New York Sun, 3 mai 2007

21 ucie Sabha , article on Lupertz, ,Baselitz bisslsang”, Wien, 2008
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structure. Overall they have an abstract natuierg Immendorff (1945-2007) The artist
considers thatMy purpose was social action”A good painting can be judged in these terms in
the same measure in which a gambler is judged ag lskilled, meaning as an agent in
metabolism, in the lack of its formal beauty. Afiest glimpse his large sized piec&Safé
Deutchland”(1978-1983) can be seen as simulatedly Expressiangsat a second glimpse they
can be read as multiple texts, not only formally,paintings. He creates spaces in which he
interacts with Mao, Marx, Stalin, Beuys si Brecatlopting the Beuys’s mantle; he possesses
“the ability to combine myths and fact$®* After 1999 immerges a simplicity of images which
become unusually calm, depicting a melancholicgduphical view on life. Symbols of his
lexicon reappear, drawn in gray cartouches. Inphistings he revives historical allegories, he
introduces the Babel Tower as a presence with tdestone at its foot, the labyrinth and the
spiral. In some pieces representing flowers theresice to the feeling of vanity is obvious. In
the confuse world we live in, painting might suggesvay of escaping, if such way existéd.
Anselm Kiefer (b.1945) is also interested in the recent histofyGermany. Myth, the
fascination for heaven and the irrational as wefhis empathic ability play a key role’*. His

art may be regarded as continuing the art of then@e expressionists from the beginning of the
20" century, with strong influences of Friedrich Nigthe's philosophy. His approach to this
philosopher does not have sutdpocalyptically enthusiast’consequences as in the case of
expressionists. His art is an opposed-holocaust:idler one. He admits his view to be closer
to religion becauséscience foresees, it doesn’t give answeas’ he remarks. The tragic events
accumulated in Germany are determinant in thegengsthe artist seen in double aspect: now
murderer, now priest. IfEverything is According to His Heavenly Spher@970) the relation
between the skies and earth defines the work ofptieter“between spiritual education and
recovery of memory, marked by the suffering obhyst In works such aSResurrexit” (1973)

in which he creates the posibility to extréitte vital essence or rebirthand“Notung” (1972)
occurent are Walhalla and Wotan’s sword represgntite loss and ruin of revolutionn

painting space becométhe space of life”,a place of humanity impregnated by the immaterial

12 james Rosenthal, Jorg Immendorff: | wanted to heAatist, Philadelphia, march 2004

12 conclusion of Arthur C. Danto, Editorial Anton KerGallery, ,Painting must take on the
function of the potato”, 1966

124Karl Ruhrberg, Art of the 20 th. Century, vol. pg.372
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and a mental abstract presence. Its charactegdtie impression dsensitive entirety’but also
that of flow of time. This artist takes the roletb&é Knight of Light. In the painting of the 1980’s
dross is gradually replaced by straws, flowersy,céand, in‘Daisies” (1981) inspired by Paul
Celan and‘Escaping Death” (1945). The use of lead brings with it a visionw¥id time
“Women of the Revolution in the 1990'€verything leads téa union between mother and son
through metamorphosis of the artist’s unificatioithathe history of the feminine univers€®
Water appears as a symbol of the regeneratioredditinst’s body and spirit. This can symbolism
cam be traced to jewish and christian culture.

In “Your Age and Mine and the Age of the Worl(996) the symbol of the sunflower (with
reference to Van Gogh’s imagery connects the heawerd the earth, creating a bond of
communication. Through art, Kiefer aims to redtife secret nucleus that sustains space and
time” in “Famous Orders in the Night(1995). Inspired by monumental architectureurag
the brick into a substance with personal memorst, §s the material he uses in his constructions,
in a continuous dialog with time. The referencethie celestial city, the eternal city is rather
conceptual than real. The human body is reduceshtibies with a surprising aura of life and
energy, placed between architectonic ruins.a repb@tween time and history occurs.there is a
transition from the phisical body of the charactenwards“the pure body with no organs or
flesh”, especially when in reference to thglorious body”. These images of the devine are
closely connected with all the places of past @ations he absorbed in his dita Ribotte” is

the arhitectonic complex situated in Barjac, in sbathern France. He states he does not intend
to identify it with “the complete work of art”term that might be contaminated by Nazis. The
artist declares?| tried to build a palace of my own memory, becausy memory is my only
home”?® “Heaven and Earth”as title for an exhibition is a paradox, statesftii. We cannot
fasten the stars in order to create an ideal plHgs.is our dilemd?’ He is influenced bySefer
Hechaloth” in which there are no anxieties present regardiveydirection we must follow.

“Past, present and future are one and the samectiva”. *?® What the palette of the artist

% Germano Celant, ,Anselm Kiefer”, Guggenheim, Bitha2007, pg.50
2From Charles T. Downey’s interview with Anselmdfer, Tuesday, August 16, 2005
2"From Michael Ausping’s interview with Anselm Kfier, oct.5 2004, Barjac

1281dem
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represents is in fact his idea to connect througheaven and earth. He believes ‘lcan
transform reality by suggesting new visionB1’many of his works the painting material is clay
The explanation lies in the artist’s statement tiditthe stories of heaven begin with clajhe
exibition in 2006“Velimir Chlebnikov” has as source of inspiration the writings of thens
russian poet and thinker who tried to use analytyatems based on mathematical arcanes
calculated with the aim of identifying the paradex# history. He uses space to capture the
experience of time:The ironic use” of predictive models underlines the artist's Hetieat
history cannot be programmed or fixed into fornmi. the history of German art travels and
failures are methaphores of defiet. Kiefer's vesselem oriented towards a direction suspende in
an odyssian world.

Gerhard Richter (b.1932) His work comprises from monochrome pagtito photorealist
works of abstract art. The 1960’s brought photolgyaje his attention which he used in his gray
and white paintings. His large sized pieces artaah the enlarged transfer of photographs on
canvas. From 1962 he begins archiving in an atlshwvill later become a painted collection.
The romantic landscapes with lakes and clouds $@engh the window as itClouds” (1970)
become fragments of framed reality*?® The veiling in his figurative paintings also has a
symbolic function, generating a transfer to absimac His abstract painting, expressive in
colour, created after 1980, integrate him to thieesp of the informal. He paints in succesive
colour layers, with impulsive gestures and scraarethe entire surface of the canvas revealing
deeper layers of colour. Painting in its final stagfter succesive stages of veilifigopntradicts
initial intentions and may be independent of reathde subjects. Substance reveals its inner
truth”. Richter consideres that “painting is createin analogy with what is unclear and
incoherent which takes shape becoming thus acdessi’ BAD PAINTING The term‘bad
painting” is introduced for the first time in 1978 in New Koas title of one Neil Jenney’s
exhibitions. In this movement take part Julian Sdjel, David Salle, Jean-Michele Basquait,
Stephen Buckley, ecc. This artists estrange fromceptual art, accusing it of intelectualism.
They want to replace its good taste with a badetaspainting. Image becomes strong in these
art which resembles contemporary society, meanings i“overinformed, perturbant and

129 About Gerhard Richter, article written by Eva Kehlin ,Baselitz bis Lassing”, Essl
Museum, Wien, 2008, pg.151
1301dem, pg.16
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violent”.**! The rigid and unconventional materials and sulstsncolourful discrepancies,
accumulations of substances, offcentered compasitezome some characteristic traits of such
works. The themes they address are inspired bynudradscapes and religious portret, pagan
representations or animals.

Personal compositions enter the tendency of Exjor@issn with a sacred approach. Next
| presented artists preoccupied with this problemtheir artistic approach. Ensor, Kathe
Kollwitz, Oscar Kokoschka, Erick Heckel and Barlasho introduces himself dpierced by
sharp criticism” in his work of 1915The Martyrdom of Saint SebastianNolde, beginning
with 1901, acknowledges that immitating nature fonding it into form has become insufficient
for him. Kandinsky, Marc and Klee, representatisEBer Blaue Reiteuse a symbolic language
of the spiritual, generally anti-materialist, evara cosmic sense. They are influenced by Rudolf
Steiner’s theological texts that preach in the peg-period the coming of a new realm after a
period of chaos and highlight St. John’s apocatyptivelations as most potent metaphores. The
dynamic of their creation was also influenced bgtkche’s philosophy. In his early work, Max
Beckmann paint in 190&essurection” after an encounter with Munch and Egon Schield, an
in the landscapes he paints before his death hedintes a funereal atmosphere arigesmetry
of bleakness”In Belgium, Frans Masereel is interested in thigdency, painting series of plates
such as“Creation” of 1928, “Landscapes or States of Mind{1929), “Riders of the
Apocalypse”(1940). Rouault, considered an interpreter ofdhered and the divine and to the
same extent an interpreter of the humdiiée Passion of Christ’ Chain Soutine, after 1925
brings additional meaning in his art by the simgdifion of his characters, by themes such as
“Communion”, “Children at the Altar”; from 1929 he becomes obsessed with the movement of
trees which he translates ‘@sway of escaping the vastness of natut& Albert Nagy, artist of
Expressionist style in his workApocalypse” referes to the atrocities of war. In Hans Eder’'s
(1882-1955)“The Wedding of Canathe idea of marvel is suggested by the rejoiceratlimes
and the drunken enthusiasm of colouGrucifix at the Outskirt of the Village’is noted by
Blaga. Another Transilvanian artist is Nagy Ist d@874-1937) whdloves human fate above

»n 133

all , who comprises in his work a destiny and the umesile that by enactment has the

Blpatricia Fride Carrassat, Movements in Painting,223
132Bernard Dorival, French Painters of the XXth centuvol.ll, pg.43
13 ucian Blaga, Writings on Art, pg.76
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power to destroy a being or a a given physiologymiio Paladino works with a variety of
media (drawing, painting, prints, even sculpturejn influenced by archeology, mythology
(Egyptian and Etruscan) and romance art. In Geasgpltz the existence of inverted paintings in
a great number between 1970-1980 can be relatéde iimterpretation of the creative process, to
the idea of inversion of shapes inspired by thegengt. Peter’s crucifiction, symbolic of the idea
of crucifiction of the entire Germany’ Anselm Kiefer alludes to Christianism, Judaism,
Gnosticism and alchemy. His visions are triggengthle tragic events he witnessed in Germany:
the artist is represented in a double posture, emard respectively priest. Kiefer felt an
Expressionist urge to merge with its models.

Detached spirituality. Mental an sensibile sphearsVision and spirituality in-to sacred.
Recurrent themes.At a general view over the condition of contemppraran in the world,
Noica descoveres that the maladies man suffers ¢aombe devided into 3 groups: somatic ones,
old as the time; psychological ones, descoverdihig; superior maladies, those of the spririt.
The three compositional series presented furtherconstitute a creative arecurrence to
Expressionism ans its idea to give art s humans. Semey also propose the idea of figurative
revival so succesfully and strongly promoted byraan Neo-expressionists in international art.
Conveying the tragic sense of life and acknowleggime’s own suffering and poor social
condition are ideas conveyed by these artistic amitipns. Finding the existential meaning
which German Expressionists were looking for cartrbeed here in a specifically Romanian
approach. Creativity and artistic creation can laegx in the direction of searching and finding a
meaning. Themes broached in compositions are theagion of the individual in contemporary
society, his anxiety and salvation in the sacrethges communicate a personal reaction to thse
subjects. In such works accent falls on expresstrer than impression, on inner values and the
explicit representation of emotions. The repositipersonal or even common cultural images,
is not supressed here, despite the mental icongcaxountered in the western world and
Europe in general; it gives way to the imaginabid anplicitly to the religious and the devine.
In other wordsHe who doesn’t possess the imaginary losses adoetb®e imaginable; ergo: the

imaginable does not subsist in conditions of meiotioclasty.***

134 bin Donald Kuspit, A Critical History of 20 th.-edtury of Art, 8th, decade

135 Anca Manolescu, Metaphysical meaning of the Crosg.244
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Detached spirituality. The beginning of the 30century is marked by theories that
constitute a turning point of modern reflection tsws Nietzsche’s phylosophy that promoted
“the will of power” and“the superhuman”as well as Kierkegaard’s phylosophy that descovers
anguish. Man has, for centuries, aspired to theigyethat had been promised to him for the
price of redemption, and now finds himself as anpalestined to perdition (M. Heidegger, Sein
und Zeit). The human being and the pattern of Restence fall under the registry of the tragic
(J. P. Sartre, L'Etre e le Neant). From this monmnthat which isn’t becomes more important
than that which is. In the face of nothingness, B® seems a mere accident, an illusion
generating anxiety.“To be” exists only for our acknowledging thave cannon be”,that our
destiny is“not to be”. This is the existentialist perspective of a tragjjgattern which becomes
the absurd itself, the state of perplexity thaefs after the depletion of any possible emotional
experiencE*

Mircea Eliade, in‘The Sacred and the Profanefonsideres the man of modern western
societies as being irreligious; he rejects traneang and accepts the relativity of reality, even
doubting the sens of existence. The profane maspansiveness to the sacred appears in the
beginning of an existential crisis, when bgtie reality of the world"and,the presence of man
in the worls” are put to. It is now that being is met with tlered, religion becomes the solution
to an existential crisis, making way to values #ua no longer considered random and specific.
Man surpasses the existential crisis which conssta personal situation and manages to reach
the spiritual. Through his life experience, moderan redescovers the symbols which through
the message they convey offer him a way to uniliggsdrequesntly, they only produce a
recovery of the mental equillibrium.

On the other hand, Constantin Noica considers uhbke other people, we Romanians
live within the divine. Suggestive in this way etfollowing quote: There is something rude in
the absolute affirmation that life is meaningle€But perhaps it is just as upsetting for the spiri
to sustain the ultimate meaning and see everythorg the Absolute being downward. To say
St I1S!”. The discretion of, to be in-to” is more appropriate to the spirit. One doesn’tehte
certainty of something, but one fins oneself ils@p searching'that doesn't lack reassurance. It
is the position ofin-to”( of piety, sacrality,love, search and opening ) #&is up and elevates.

Returning to the meaning of , to be in-to somethjrigbecomes a chance to salvation and

136 Cconstantin Eachescu, Experience of inner life and self-knowledge.65-66
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escape from the contemporary maladies of the sgmito” comes from the latin advegjintro”
which meant,inside, into”, but our (romanian) preposition added the meaningawards”,
which gave the expression a good tension in thenessof the spirit, of being at the same time
.IN" something (in a system, etc) but also of aspitmghat something, explaines Noica in
»The Romanian Sense of Being”

The sense of exile and loss, the loneliness ofinb&vidual in contemporary society
accompanied by an attraction towards the generahamim an expression characteristic to us
.nas a sense of sanctity’lead to an aspiration to somehting higher than ecdhate realities.
Salvation from such overwhelming states can be doanthat meaningfulin-to something”
which for us Romanians would mean the orientatiarto” the divine , considering that this is
characteristic to us in our past religiuosness,nédeording to our folklore, the divine was part
of all experiences and vicissitudes of man.

The typically Romanianin-to” implies the sense of becoming that would bringntrs
being in a permanent way. The path we must foll@eomes visible,To be in-to purpose”
generates a meanig of life for the individual, arde to salvation, a way to freedom, of
becoming into something by transcending the becgrmrto becoming towards what is trully
difficult to accomplish, namelythe becoming in-to being. (As a parallel it is wlormentioning
the in the second half of the 19th century the gmeing in-to becoming’ls the supreme value
among young people in advanced technical socig#esentire world of bourgeois civilization
is triumphant but shaken at the same time by tleediming in-to becoming™*’

Sui-generis Expressionism (elements related to Exgssionism)The individuals strife for
salvation is Expressionist. Some socially addressa#t also generate an expressive impact with
a powerfull message. The method of division of iesap present in all tendencies deriving from
Avan-Garde. The conflict between angular and oi@al@ments sustaining the backgroud is also
Expressionist. Chromatics is generally restrainedight-dark, with certain complementary
contrasting elements. Although static, there isesaargy of the image that gives it a meaning
diagonally. Works are also configured in a persaiesire to communicate a reaction to a subject
or a mental state, which may enframe such compasitinto what the critics vaguely defined as

Expressionism, connecting the term with the latekeaf EI Greco and Van Gogh. Expressive

137Constantin Noica in ,The Romanian Sense of Beipg’175
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image can be seen as a reaction to a subject. ptreos itself is evocative in colour, form and
other compositional elements, stirring emotion.

The three series comprise invented compositiopsoagh figurative motifs such as the
column, the shaft, the character, the monastegytawer , the snake, the cave. There is no action
in development, only a claiming of a situation urstieod as act of fate.

Therefore, no judgement on this paintings can laelenfrom a pictural point of view
(portrait, lanscape); they are situated rathehatborder of the figurative and the abstract. Light
is itself invented and contributed to an effectabfbtractization of the image, toghether with its
devision in areas of interest of suggested areasddferent, mysterious realm.

Elements refering to the technique of compositionsThe technique used is a mixed
one, tempera and oil, on fibreboard, 3 mm thiclk)x8® cm in dimension. Rectangular formats
,abstractely reflect the conflict with the obstaslef life”, as Rudolf Arnheim considet& As
working instrument they use hard brushes and maiitahl of the elements so as to exacerbate
angles or to emphasize curves. In the sub-textefdéchnique one can trace the conflict between
Apollonian and Dionysian forces. Beyond visibl@agences there is a contrast between angular

and organic due to the brush and paste

First series: “Interferences”. Description of the sibject. The series expresses in a global view
possible moments of solitude and anxiety, the sehgeer loss and drift we may all have gone
through in our contemporaneity. These experienseweal as others unlock doors to a more
spiritually evolved sphere, to the general, to wliatRomanians speak of ‘dsaving a sense of
sanctity". The world should have a meaning, but for a sulijeat lost the consciousness of the
general, this meaning is absent. Such an individusiiffering and can only find rest in what we
call “being in-to" something, heréin-to* the sacred. The aim of the series is to illustrate
existential dramas as possible ways of hope, ascelsato the construction of a better world
mainly chraracterized by Light. Images in pairsidepoments when we felt alone among our
own, sometimes wandering aimless, and we searcma@ in our life for a chance of salvation
through faith and the sacred. Some of the imagatacoscenes with alienated characters. The
compositions contain spaces composed of juxtaposibf images. Some areas illustrate

appearances that seem lost in urban space, pamtégcniques of colour modelling, in a

138 Rudolf Arnheim, The Force of the Central Visyad, 121
53



cromatic key of white, black and grays, immitatemgyaguely faded photography; the convey a
representation of experiences and sacred spac#gdvor not, by physical appearances. These
latter pieces are generally painted in a tempematmatic key of browns and grays. The general
atmosphere is one of collectedness, of a spac&img@we and hope. The inclosing of such
images is representative for a double state of mthdracterizing contemporary man: that of
solitude in society and that of by-passing a milaasi presence, sometimes represented by an

opening towards the sacred encountered perhapgigday life.

For the believer, the church belongs to a diffesgdce than that of the common road,
while its door is a symbol of a breach. This comneaample of a church in a moedrn city is
used by Mircea Eliade to demonstrate the unhomagenbaracter of space as it is experienced
by the religious mari® .

The images are placed in compositional textureipeo every piece. The compositions
strictly containing representation of sacred spacewey a state of awe created by such spaces
to those who enter them. The dense atmospherggesied by pasty dark grays. The openings
to sacred spaces, sometimes convay a lack of glangraphic representation of the instability
and confusion characteristic to interior conflidtatates. In other pieces the windows represent
openings to the outside or the inside. Further presented the way in which graphic elements
are used in order to convey the atmosphere descabeve. OpeningsSubject description. The
series is inspired by the drama of communist guldge individual, mentally and physically
worn out, eventually manages to survive throughctieation of a stong and pure interior world.
There are three main elements of these composittbesscenes from communist gulags, the
gates and the columns. The long and deserted omsridonvey a state of anxiety, an all-
absorbing state. Characters are alienated andfditiiceondemned to mental and physical
degradation. The gates symbolize a propansity efalifenated towards the light, towards the
world. The numerically abundent columns symbolicdlustrate the attempts of those reduced
to the flatness of enclosed spaces, to feel th@wsdivoid, without any perspective of immediate
release. The innocent are thus given a chanceiritugpsalvation and freedom. The temperate
cromatic key containing vibrant grays in warm toegpress magnificence, while the cold tones

convey the feeling of isolation, alienation, spiak emptyness. Further on | explained the way in

139 Mircea Eliade, The Sacred and the Profane, p@19-2
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which figurative elements are used in order to eygnihe messagePresencesSubject
descriptions. This series constitutes a responsthdoaccident that lead to the fire of the
historical church tower. This construction, a tlaredmark of permanence, inspired to the passer-
by a feeling of safety. This event marked the exisé of a city which in appearance was a quiet
and peaceful one, with a constant flow of eventschSunfortunate event compels one to
experience a different state of fact, to see afit face of the same, otherwise quiet city. The
view gave rise to questions related to the worldliwe in and uncovered the city of its sweet,
brightly coloured appearances. Awaiting charadtetie shadow are searching for a path to lead
them to light. The whole atmosphere becomes heatlya sense that the impulse to a way out is
generated by a stroke of destiny. Thus, lonelyemwess find a way to salvation and truth. The
salvation of their own selves can be consideregaaallel to saving that which used to be a
landmark in the inhabited urban space. The series to express personal feelings and
experiences generated by the event. These latteenge with the theme in an expressive way,
producing a juxtaposition of element which are abtgristic to both outside and inner worlds.
This type of representation in typically Expressaf® Graphical elements are analyzed in
detail.

140" Opinions on expression/self-expression taken franta Oroveanu, A European Theory of Art and Beyc

analysis, pg.100
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