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FOREWORD

This book is published on the occasion of the exhibition Paul Klee, organized by The
Museum of Modern Art in close collaboration with the Kunstmuseum Bern and its Paul
Klee Foundation. The continuing cooperation of our two institutions has made the
realization of this project especially gratifying. Plans for this retrospective go back to the
midseventies, when an exchange of exhibitions was conceived as a complementary
program that would benefit the museum-going public in Switzerland and the United
States.

In 1979, as a joint anniversary event celebrating the founding of the Kunstmuseum in
1879 and of The Museum of Modern Art fifty years later, we sent the exhibition American
Art from The Museum of Modern Art to Bern. In return, the Kunstmuseum assured us of
its assistance in the organization of a Paul Klee retrospective. Without the generous
support of the Kunstmuseum’s Klee Foundation, the present exhibition would not have
been possible. We acknowledge with gratitude the cooperation of the Kunstmuseum’s
Director, Dr. Hans Christoph von Tavel. It has been a pleasure to work with him, and we
look forward to future opportunities to continue this international collaboration.

Because the present exhibition is so much a product of discussions that took place over
ten years ago between the Kunstmuseum's former Director, Dr. Hugo Wagner, and Dr.
William Rubin, our Museum’s Director of Painting and Sculpture, we are deeply indebted
to them both for its realization. We are also most grateful to Dr. Sandor Kuthy, Deputy
Director of the Kunstmuseum, who was closely involved in initiating and organizing the
1979 exhibition that served as the basis of exchange for this one. We further express our
appreciation to Waldo Rasmussen, Director of The Museum of Modern Art's International
Program, who coordinated the earlier exhibition, and to the Museum’s International
Council, which sponsored it.

That we have been able to mount this retrospective is due not only to the sympathetic
cooperation of the Klee Foundation but also to the good will of Felix Klee, the artist’s son
His assistance has been vital to much of the research connected with the exhibition and its
accompanying book, and he is also a generous lender. We are most appreciative of his
active interest and help.

We are also pleased that the exhibition is traveling to The Cleveland Museum of Art. Its
showing there has been made possible by a generous grant from National City Bank of
Cleveland. It is always a source of gratification when an exhibition of this interest and
merit can be seen by a larger public.

The complex elements of this retrospective made its organization a costly endeavor. We
are grateful for the financial support provided by the National Endowment for the Arts.
The Federal Council on the Arts and the Humanities, through the Art and Artifacts
Indemnity Act, provided insurance coverage for foreign loans that was essential to the
realization of the exhibition.

The J. Paul Getty Trust has generously provided a grant toward the publication of this
book. For this support we are most appreciative.




| should also like to thank the staff of The Museum of Modern Art, almost all of whom
contribute in some degree to the realization of an exhibition of this scope. Foremost
among them in this case, of course, is Carolyn Lanchner, Curator in the Department of
Painting and Sculpture and Director of the Exhibition. Deeply committed to revealing and
celebrating the full range of Paul Klee's genius, she has worked tirelessly and very
effectively to plan and accomplish a presentation worthy of this subject. She was invalua-
bly aided by the expertise and good judgment of Jirgen Glaesemer, Curator of the Paul
Klee Foundation in Bern, who collaborated with her in the selection of works and in
arranging loans from the Foundation. We owe both Ms.Lanchner and Dr. Glaesemer our
warm thanks and admiration.

Finally | must express our deepest appreciation to all the private and institutional lenders
to this retrospective. Without their generosity, no exhibition, however well-conceived and
distinguished, could be realized. We are immensely grateful for their participation.

Richard E. Oldenburg
Director
The Museum of Modern Art, New York




PREFACE AND
ACKNOWLEDGMENTS

A principal goal of this book and the exhibition that it accompanies is to clarify Klee's place
in the history of modernism. Although Klee has been the subject of a vast literature and
many exhibitions, there nonetheless persists a tendency, critical as well as popular, to see
his work as peripheral to the mainstream of twentieth-century art. Yet Klee's work, in its
multiplicity of styles, variety, and inventiveness, is a virtual index of the art of our century.
He was the only artist of his generation who allowed his work to range freely between the
figurative and the nonfigurative, the openly gestural and the tightly geometric, the wholly
linear and the wholly chromatic. But the rich legacy of his art has tended to be over
shadowed by the most readily grasped aspects of its appeal: its lyricism, whimsicality, and
wit. In assembling for publication and for the exhibition some three hundred objects in all
mediums and from all periods of the artist’s career, we hope to provide the opportunity for
a broader understanding and appreciation of his oeuvre.

Klee's art has opened many doors for many artists throughout the course of the century.
A reexamination of his work is especially timely, for increased interest in contemporary
German art has stimulated a new recognition of the importance of the German contribu-
tion to the modern movement. As we have wished the exhibition to demonstrate the
depth and breadth of Klee's achievement, so we have intended the essays in this book as a
contribution to a more broadly based interpretation and contextualization of Klee as
artist, as human being, and as powerful presence in twentieth-century art.

The four essays that follow are written from contrasting points of view, come from
mixed ideological bases, and address quite different aspects of Klee. They are linked,
however, by a common effort to locate Klee's work in the cultural and historical climate of
his time. Each focuses upon an area that has not previously been explored in the Klee
literature. Ann Temkin has taken as her task the analysis of Klee in relation to contempo-
rary movements and individuals, with particular emphasis on Klees relevance to the
avant-garde outside Germany. O. K. Werckmeister examines major crises in German and
European history in order to treat Paul Klee's apparently private art in the context of the
sociopolitical situation of his time. Jirgen Glaesemer sets Klee in the continuum of
German Romanticism; while he does not discount sociopolitical factors, he nonetheless
writes from the conviction that the fundamental causes of form and meaning in Klee's art
are rooted in the artists spiritual self. My own essay traces the trajectory of Klee's
reputation and exposure in America to establish the historical ground for his vital
importance to American Abstract Expressionism. Together these essays constitute an
open-ended, discursive inquiry into the phenomenon of Paul Klee.

This book takes its place within the ongoing Klee literature, which, even as it broadens
our comprehension of the artist's achievement, can never solve the mystery of Klee. It is
hoped that these considerations of Klee's art will return the reader to the center of his
work itself, where new possibilities will be revealed upon those sheets and canvases.

Of all the people who have contributed to the realization of this project, there are two
to whom | owe far more than | can possibly express, Jirgen Glaesemer and Ann Temkin
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At the outset, Dr. Glaesemer, Curator of the Klee Foundation at the Bern Kunstmuseum
and one of the world's foremost authorities on Klee, accepted an invitation to work with
me on a collaborative basis. This association has been professionally invaluable as well as
personally rewarding. Not only did we select the exhibition jointly, but Dr. Glaesemer has
freely shared the expertise of his years of study and research, as well as contributed an
essay to this book. His judgment, his faith in our endeavor, his quite remarkable sense of
humor, and, not least, his friendship have sustained our efforts through what sometimes
seemed nearly insuperable difficulties. Ann Temkin, too, has been a collaborator in the
fullest sense. Her essay for this book was produced under the pressure of an unusually
tight deadline. In addition, Ms. Temkin did a vast amount of research, compiled the
bibliography, and handled the nitty-gritty of indemnity application, loan letters, and
checklists with skill and accuracy. | have relied on her insights and abilities in every phase of
this project from selection to installation. Without the labors, good spirits, and pro-
fessional excellence of these two colleagues, neither exhibition nor book would have
been possible.

| also deeply appreciate the confidence and support of William Rubin, Director of the
Department of Painting and Sculpture, who entrusted me with this project. | should like as
well to express my thanks to Richard E. Oldenburg, Director of the Museum, who, despite
an incredibly busy schedule, always made time to assist with loan negotiations and other
problems that inevitably arose.

Almost all the departments of the Museum have assisted in one way or another with the
preparation of this exhibition and book. In the Department of Painting and Sculpture, | am
especially grateful to Rachel Esner, who, late in the game, took on the job of curatorial
assistant. In almost no time, she mastered manifold complexities of content and proce-
dure; her abilities and professional competence have made a great contribution. | am also
indebted to Marjorie Nathanson, who worked with exemplary proficiency on the exhibi-
tion in the early phases of its preparation, and to Alexandra Muzek and Joan Saunders,
both of whom most expertly dealt with a vast amount of correspondence and handled a
quantity of other tasks related to this project. The research Judith Cousins had previously
done on Klee provided me with a rich archive of material from the beginning of this
project. Her abilities and thoroughness have my admiration and | owe her a great deal.
Cora Rosevear, Assistant Curator, was exceptionally sensitive to problems of loan arrange-
ments, and has given much-appreciated assistance. Despite the heavy demands of his
own schedule, Kynaston McShine, Senior Curator, has been unfailingly willing to listen to
my problems, and | have valued his advice deeply.

John Elderfield, Director of the Department of Drawings, and Riva Castleman, Director
of the Department of Prints and lllustrated Books, have lent to the exhibition and
responded generously to requests for information and assistance. At an earlier stage, Mr.
Elderfield was deeply involved in the Museum’s plans for a Klee exhibition; he shared the
information he had gathered with me and made numerous helpful suggestions. Beatrice
Kernan, Assistant Curator of Drawings, and Wendy Weitman, Assistant Curator in the
Prints Department, have, with great good will, given me valuable help. The patience and
energy of Richard Palmer, Coordinator of Exhibitions, although sorely tried by the many
demands of the Museum’s program, have never failed, and | owe him an incalculable debt
for the expertise and professionalism with which he has overseen the logistics of the
exhibition’s organization. Special thanks are due the Department of the Registrar, par-
ticularly Eloise Ricciardelli, Director of the Department, and Vlasta Odell and Gretchen
Wold, who have been superbly attentive to the many challenges posed by the assembly
of so many objects from diverse sources. The staff of the Department of Conservation
deserves, as always, real gratitude for its meticulous supervision of the handling and
protection of the loans entrusted to us. Its Director, Antoinette King, has been especially
helpful in deciphering Klee's working methods and analyzing his complex mediums.

Jerome Neuner, Production Manager, Exhibition Program, and Kathleen Loe, Exhibition
Supervisor, have been of invaluable help in devising the installation. | am also indebted to
Fred Coxen of the same department for his assistance. For their active interest and
energetic efforts to assure the broadest dissemination of information regarding the
exhibition, | am deeply grateful to Jeanne Collins, Director of Public Information, and
Jessica Schwartz, Associate Director. Philip Yenawine, Director of Education, Emily Kies,
Associate Educator, and Melissa Coley, Public Programs Assistant, have aided in the
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preparation of exhibition texts, related lectures, and brochures. James Faris, Director of
Graphics, and Joseph Finocchiaro, Senior Designer, have also contributed their talents to
these matters. | also wish to thank John Limpert, Jr., Director of Development, Chuck Tebo,
Consultant, and Lacy Doyle, Grants Officer, for their many and valued efforts on behalf of
this project. Waldo Rasmussen, Director of the International Program, has taken time from
his own endeavors to advance the exhibition, for which he has my real gratitude. Beverly
Wolff, Secretary and General Counsel of the Museum, provided essential help with a
crucial loan negotiation, for which | cannot sufficiently thank her. Others who have
contributed in a multitude of ways are Laurie Arbeiter, Alistair Duguid, Rose Kolmetz,
Melanie Monias, and James Snyder.

The preparation of this book has been a separate task and one that was made extremely
difficult because of the unforeseeable time constraints under which it was produced. |
have received understanding and superb efficiency from everyone connected with this
publication, and | am more grateful than | can say. Louise Chinn, Acting Director of
Publications and Retail Operations, has supervised the project in collaboration with Harriet
Bee, Managing Editor. It was my great good fortune to work once again with Jane Fluegel,
who, with consummate skill and rare sensitivity, edited this complex book. She contrib-
uted countless improvements and her sense of humor provided real relief amid the myriad
tensions of deadlines. Renate Franciscono supplied us with a superb translation of Jurgen
Glaesemer’s text; she has my admiring respect and gratitude. Both Tim McDonough,
Production Manager, and Steven Schoenfelder, the designer of this book, exercised their
abilities and imaginative talents to overcome the problems of our tight schedule. They
were a pleasure to work with: they each have my admiration and thanks. | am indebted to
Nancy Kranz, Book Distribution and Foreign Rights Manager, who has made much
appreciated contributions, aswell as to Lori Anne Salem and Maura Walsh. Richard Tooke,
Supervisor of Rights and Reproductions, and Mikki Carpenter, Archivist, have also played
important roles, as have Kate Keller, Chief Fine Arts Photographer, and Mali Olatunji, Fine
Arts Photographer.

Many friends, museum colleagues, and others have been generous in offering as-
sistance. Felix Klee, the artist's son, is not only a generous lender, but he also opened his
archives to me. Mr. Klee, his wife Livia, and his son Alexander received me in Bern with the
greatest kindness. The experience of coming to know them was an event itself in the
mounting of this exhibition.

Two friends and very generous lenders to whom | am especially grateful are Christian
Geelhaar, Director of the Kunstmuseum Basel, and William S. Lieberman, Chairman of the
Department of 20th Century Art, The Metropolitan Museum of Art, New York. Dr.
Geelhaar, an internationally recognized Klee scholar, spent many hours discussing the
exhibition and book with me; | have greatly valued his counsel. Mr. Lieberman made
extraordinary and deeply appreciated efforts to make available works from the recent
Berggruen donation to the Metropolitan. In this connection, | should also like to express
my gratitude to Heinz Berggruen, from whose extraordinary perspicaciousness in collect-
ing we are benefiting, and who has generously given of his time to help us in a variety of
other ways.

Both Ernst Beyeler and Eleanore Saidenberg interrupted their own work to assist us in
securing U.S. Government Indemnification for foreign loans and helped us solve many
other problems as well. | am immensely grateful to them both. For their valued assistance
in a variety of ways | should like to thank Walter Bareiss, Vivian Barnett, Prinz Franz von
Bayern, Albert Elsen, Stefan Frey, Agnes Gund, Gerd Hatje, Marie-Francoise Haenggli,
Robert Herbert, Philip Johnson, Stephen M. Kellen, Francis Kloeppel, Robert Motherwell,
Claudia Neugebauer, Linda Nochlin, Kenneth Noland, Richard Pommer, Frank Porter,
Sabine Rewald, Robert Rosenblum, Roger Shattuck, Thomas Schulte, Cherie Summers,
Nicholas Fox Weber, and Richard Zeisler.

| owe a very special debt to my friends Susan Jackson and George Sugarman, who not
only made available to me their time and talents, but who provided indispensable
personal support. They have my warmest gratitude.

Carolyn Lanchner
Curator of Painting and Sculpture
The Museum of Modern Art
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THE AVANT-GARDE

A N D

19121940

ANN TEMKIN

O bouches |'hnomme est a la recherche d'un nouveau
langage

Auguel le grammairien d'aucune langue n'aura rien a
dire

O mouths man is In search of a new language
About which no grammarian of any tongue could
speak

Guillaume Apollinaire

Apollinaire’s words voice the project of an in-
ternational avant-garde that came of age during
the second decade of this century. The prior
generation had lifted art’s obligation to imitative
representation, and the possibilities seemed
vast. If language had once dictated the form of
literature, now literature would structure lan-
guage; if man’s world had shaped his painting,
now painting was to remodel the world. Myriad
manifestos, exhibitions, journals, and perfor-
mances charted new territory for the human
imagination.

Seldom do we associate Paul Klee with this
flurry of activity. The collaborative enterprise and
café leisure so central to our concept of the
avant-garde held little appeal for an artist who
preferred to see himself as "a cosmic point of
reference”? Klee produced a great deal of his
work in relative isolation and carefully cultivated
an image of autonomy that his biographers have
faithfully echoed. He shared with most great
artists a distaste for the labels of “isms,"” and it is
his work that has escaped most cleanly such
classification,

Yet Klee's aura of remove need not prevent us
from situating him within the avant-garde of his
day. Indeed, the posture of the outsider strikes at
the very heart of the avant-garde phenomenon
it was only by defining themselves as “outsiders’
from mainstream culture that the avant-garde
had invented, and continually renewed, an ex-
clusive group of “insiders." Paul Klee was above
all a true insider’s man. Although by the mid-
twenties he had achieved considerable popular
renown, it was among his fellow artists that Klee
found his strongest audience. From his first ma
ture work in the teens to his ultimate elabora-
tion of a powerful personal language in the

thirties, his art occupied a vital place in the avant
garde for which Apollinaire serves as spokesman

Klee's career had begun with an unusually long
period of self-imposed apprenticeship. After
study in Munich from 1899 until 1901, and a tour
of Italy during 190102, he had worked alone in
his native town of Bern, Switzerland. In 1906, at
the age of twenty-seven, he married and settled
in Munich. Klee's natural skills as a draftsman did
not extend to painting, and he spent the next
five years there slowly coming to terms with the
work first of the Impressionists and then of van
Gogh, Cézanne, and Matisse: "| wanted to
know all these things, so as not to bypass any
out of ignorance, and to assimilate some parts,
no matter how small, of each domain that was
to be given up.”? When Klee wrote this in the
spring of 1911, he knew himself to be on the
verge of finding an independent voice. That
winter, he allied himself with the artists of the
Blaue Reiter (Blue Rider), and thereby an-
nounced his entry into the avant-garde

The Blaue Reiter was not a movement but
simply a loose circle of artists united by Wassily
Kandinsky and Franz Marc. Kandinsky's belief in
the spiritual essence underlying all the arts
formed the basis of the group’s philosophy. Its
formal activities were confined to two exhibi
tions and to the publication in 1912 of the Blaue
Reiter Almanac. Klee sent seventeen drawings
to the second exhibition in February 1912, and
was represented in the Almanac with a small
illustration of one of his wash drawings.* et this
period held far greater importance for Klee than
such facts would indicate. The Blaue Reiter pro-
vided the ambience that brought a decisive end
to Klee's novitiate. The work of Kandinsky, Mare,
and August Macke eloguently affirmed his own
ideal of an art that possessed “inner” rather than
"material” necessity. Klee regarded Kandinsky,
his elder by thirteen years, as both ally and
teacher;” his friendship with Marc was to be
among the most meaningful of his life

Munich now became a place where one could
study the art recently made in France, Italy, and




Russia. This exposure motivated Klee to visit
Paris in April 1912, and there he received a mare
extensive introduction to the work of the Fauves
and Cubists, Klee visited Robert Delaunay,
whose painting would also come to hold lasting
value for his own.® Back in Munich, Klee found
that the Blaue Reiter affiliation gquickly widened
his opportunities for exhibitions, if not for sales
In 1913, the art impresario Herwarth \Walden
welcomed Klee into the orbit of his Galerie Der
Sturm in Berlin.”

The outbreak of war in August 1914 abruptly
undid the fruitful milieu of the Blaue Reiter.
Macke and Marc were drafted that fall, and the
traffic necessary to the group’s activity came to a
halt. By then, however, Klee had received his
start in an international artistic community. Not
long after Klee's quiet entry into the Blaue Rer
ter, his work became the subject of an out-
spoken enthusiasm on the part of his peers. In a
brief span of time, Klee's position in the avant-
garde shifted from apprentice to master.

KLEE AND DADA
Klee's work seemed to open the way to the Elysian

fields we saw stretched out before us.®
Hans Richter

A prevailing image of the Dadaists as a noisy
bunch of agitators seems to hold little room for
the harmonious art of Paul Klee. Nonetheless, it
was the members of the Dada circle in Zirich
who first recognized in Klee the importance he
soon would acquire. Under the aegis of Hugo
Ball, this early phase of Dada had a decidedly
pacific and even spiritualistic flavor. Ball came to
Zurich directly from Munich, and his thought
closely echoed the utopian mysticism of Kan-
dinsky, whom he had known well.® Ball initiated
Dada with the founding of the Cabaret Voltaire
in February 1916. The name explains a lot about
the club: it lived under the spirit of the Enlight-
enment philosopher who revealed as ridiculous
an insistent faith in the sense and justice of a
waorld gone mad. Like Voltaires Candide, the
generation facing maturity during World War |
could not accept the concept of this as “the best
of all possible worlds”"

Klee was already sympathetic to the message
from “Father Voltaire""" He had first read Can
dide in 1906, and five years later had begun to
illustrate the tale (p. 128). Klee matched in his ink
drawings “the exguisitely spare and exact ex-
pression”! he admired in Voltaire's prose style.
His laconic, if witty, figures handily refute the
ebullient optimism of Pangloss; not until the
post-Surrealist work of Giacometti would wiry
line again so elogquently convey the human con-
dition within an absurd universe. Candide’s re
sponse to such a universe—simply to cultivate
one’s own garden—seemed correct both to
Klee and to the Zirich Dadaists. According to
Ball, the cabaret’s sole purpose "was to draw
attention, across the barriers of war and na
tionalism, to the few independent spirits who
live for other ideals"

The habitués of the Cabaret Voltaire were
primarily poets and writers, but they conceved

of the cabaret as a home for performance, mu-
sic, and painting, as well. Their displays of visual
art depended on whatever modern waorks they
managed to beg or borrow. Expressionist,
Cubist, and Futurist pictures were imported on
the strength of the cabaret members acquisi-
tions and contacts abroad.

Ball had a particular reverence for Klee, and
his work became highly prominent when Dada
headquarters moved from the cabaret to
Galerie Dada (fig. 1). The gallery’s two inaugural
exhibitions, in March and April 1917, featured
the work of the Sturm artists, and both included
that of Klee. On March 31, the art critic Wal-
demar Jollos gave a lecture on Klee, of which no
record remains. Jollos went on to organize a
special one-week-long exhibition of Klee's work
in May. Marcel Janco described the show as an
extraordinary success, “the great event of the
Galerie Dada.” He termed Klee's art a revelation
for them all: “In his beautiful work we saw the
reflection of all our efforts to interpret the soul
of primitive man, to plunge into the unconscious
and the instinctive power of creation, to dis-
cover the child's pure and direct sources of
creativity ™

Janco’s remarks indicate the great influence
the Blaue Reiter philosophy had had upon Zirich
Dada. That aesthetic accounts for the constant
presence of primitive art at the gallery and for
the effect of the primitive on the work of the
artists there. The Blaue Reiter focus on a work's
inherent authenticity had pulled into the realm
of art a vast body of objects outside the bounds
previously defined by our tradition. The bronze
statue and the varnished and gilt-framed canvas
no longer served as guarantors of authentic art;
instead, they signaled the counterfeit. The work
of children, asylum patients, and folk artists re-
vealed true eloquence in sculptures of dough
and portraits in finger paint. Accordingly, pro-
fessional artists shed the trappings of what once
had been considered fine art. This liberation
owed a great debt to the example of Cubist
collage, which had introduced to the picture
plane miscellaneous items from daily life. It did
not matter that the Cubists’ motivations were
more formal than ethical. The Germans inter-
preted collage—and Cubism in general—as a
more soulful project than it was to its makers in
Paris.

Klee's materials and techniques do indeed
suggest an element of craft allied more closely
to the folk artist than to the professional. Begin
ning in 1914, he devised combinations of paints,
glues, fabrics, and papers that defy present anal-
ysis, despite the recipelike notations he made in
his oeuvre catalogue.” Oils and watercolors
were painted on grounds that had been richly
built up with plaster, chalk, and encaustic. Sup-
ports included the finest handmade paper and
linen, but also wrapping paper, cotton rem
nants, and, during his military duty, aircraft can
vas. Like Kandinsky, Klee earlier had experi-
mented with painting on glass, a Bavarian folk
tradition remarked in the Blaue Reiter Almanac,
Klee never used the medium of collage as a
bearer of content, as the Cubists did with the
word play of their papiers collés. However, he
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Fig. 1. Sturm-Ausstellung. Exhibition announcement,
Galerie Dada, Zurich, 1917, 10%2 = 25V in. (27 = 21
cm). Kunsthaus Zirich




Fig: 2. Marcel Janco (1895-1984). Mask, 1919. Card
board, twine, gouache, and pastel, 17% x 8% x Zin.
(45 = 22 x 5 cm). Centre Georges Pompidou, Paris,
Musee National d"Art Moderne

often superimposed sheets and strips of paper
to affect the size and texture of his composi-
tions, and he made judicious use of scissors to
reduce or rearrange them. Klee mounted his
works on paper on simple cardboard mats,
while the oils were housed In rudimentary
wooden frames he made himself.

Klee’s gift for drawing magical effects from
humble materials set the tone for the art made
and exhibited at the Galerie Dadain 1917. Jolloss
Klee exhibition took place simultaneously with
one of Graphik, Broderie, Relief, which included
African and children’s art alongside that of Klee
and the Dadaists. The exhibition’s concentration
on graphics, embroidery, and reliefs indicates
the Dadaists' disregard for the traditional West-
ern biases of high art. Sophie Taeuber-Arp cre
ated exquisite abstractions in brightly colored
yarns, while Marcel Janco made fantastic masks
(fig. 2) from the inspired use of cardboard,
crayon, cloth, and twine. Hans Arp blurred the
boundaries of painting and sculpture in
mounted reliefs (fig. 3) of crudely painted wood.
These were made possible by Cubist precedents,
but their biomorphic forms were far removed
from the Cubist order, Arp extended the primi
tivist thinking of his peers to an explicit declara-
tion of nature as his model.'*

Nature played a dominant role in Klee's own
aesthetic. His closeness to nature is central not
only to the subjects of his work, but to his con
cept of the working process. In 1923 Klee would
plainly state his grounds in “Ways of Nature
Study"”: "The artist is a man, himself nature and
a part of nature in natural space.”® His wonder
ful figures formed from tile polished in the River
Lech (fig. 4) literally bring nature into his art, but
its presence is felt in every composition. Ball's
observation in his diary in 1917 indicates that he
profoundly understood Klee's microcosmic vi
sion of the universe: “In an age of the colossus

Fig. 3. Jean (Hans) Arp (1887-1966). Enak’s Tears
(Terrestrial Forms), 1917. Painted wood relief, 34 x
23% x 2% in. (86.3 x 58.5 x 6.cm) The Museum of
Modern Art, New York, Purchase Fund

he falls in love with a green leaf, a star, a but-
terfly’s wing, and since the heavens and all in
finity are reflected in them, he paints those in
too"?

Klee's work, and that of Kandinsky, held the
greatestimportance for the Zirich Dadaistsin its
development of an abstract formal language
that aimed toward symbolic expression rather

Fig. 4. Paul Klee (1879-1940), Head Made from a Piece
of Tile Polished by the Lech, Larger, Bust More Elabo
rate (Kopf aus einem im Lech geschliffenen
Ziegelstuck, grasser, Blste, ausgearbeiteter),
1919 / 34, Plaster, reinforced with sticks, and tile
painted with watercolor and Indiaink, 12 x 5% x 2%
in. (30.5 x 13.5 x 6.5 cm). Kunstmuseum Bern, Paul
Klee Stiftung




than material description. The painters’ ability to
reject the dictates of resemblance directly re-
lated to the poets’ aim to shake off a syntax and
vocabulary chained to literal meaning. The ap-
parently nonsensical poetry of Dada sought for
letters and sounds the same renaissance that the
painting of Klee and Kandinsky had provided for
line and color. This achievement was central to
the Dadaists' iconoclasm. They saw language as
the shaper of history; a reform of language had
to precede societal change. Current habits of
usage seemed damaged beyond repair, and
Hugo Ball was prompted to wonder whether
"sign language was the true language of
paradise.”®

This question, again reminiscent of the Blaue
Reiter, suggests why the recent work of Paul
Klee would have prompted Ball's great admira-
tion. The painting Carpet of Memory (1914, fig.
5) provides the best example with which to ex-
plore this. Itis one of the first works that realized
Klee's desire to go beyond description of visible
reality and instead to incarnate the world of the
artist's mind. Carpet of Memory followed shortly
upon a trip Klee made to Tunisia in April 1914, in
the company of August Macke and Louis
Moilliet. The trip was profoundly important to
Klee, for it was during this time that he crystal
lized the formal powers he knew were necessary
to the invention of a personal voice. The land-
scape watercolors he made “after nature” in
Tunisia (pp. 134—35) supply the pictorial basis for
Carpet of Memory: a graphic scaffolding in
debted to Analytical Cubism joining squares of
translucent color that can be traced to the paint-
ings of Windows (fig. 6) of Delaunay. Now, how-
ever, the colors and lines sink and float in a deep,
amorphous space, formed by a thick ground of
tan plaster applied on muslin.™

The image no longer reads as a naturalistic
landscape; nor do we take it for a portrait of a
carpet. The lush uneven texture does recall the
soft pile of an antique rug, the muslin edges its
frayed borders, the Xs and circles its knots and
designs. But the title invokes far richer reso-
nances. Like a worn carpet that bears witness to
the people’s lives it has shared, this work mate-
rializes the imagination of its creator. Without
the more explicit nostalgic imagery of Marc
Chagall's | and the Village (1911; fig. 7), Klee's
painting expresses the same desire to render
visible the spirit of a place and time remem-
bered. Klee said a great deal about his art and his
time when he described himself in 1915 as "ab-
stract with memories."?® For Klee's work ac-
knowledged that the act of "seeing” not only
consists of immediate optical sensations, but
alsoinvolves associations of feelings, things, and
events that have long since filtered, unnamed,
into our imagination. Carpet of Memory refuses
to fix visual experience in a single time or space,
or In a single scene or idea. Without needing to
know the referents, we accept meaning in its
hovering signs.

During the second decade of the century, the
desire to rejuvenate their respective art forms
prompted the artists of the avant-garde to focus
fresh attention on the most basic elements of

Fig. 5. Paul Klee. Carpet of Memory (Teppich der Erin
nerung/, 1914 {193, Oil over linen with chalk and oil
ground, mounted on cardboard, 154 > 2012 in, (40.2
% 51.8 cm). Kunstmuseum Bern, Paul Klee Stiftung

Fig. 6, Robert Delaunay (1885-1941), Windows, 1912
Encaustic on canvas, 31 x 27%1n.(79.9 x 70.cm).
The Museum of Modern Art, New York, The Sidney
and Harriet Janis Collection (fractional gift)

Fig. 7. Marc Chagall (1887—1985). | and the Village,
1911. Oil on canvas, 75% x 59% in. (192.1 x 151.4
cm). The Museum of Modern Art, New York, Mrs.
Simon Guggenheim Fund
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Fig. 8. Guillaume Apollinaire (1880-1918). "Heart
Crown and Mirror” ("Coeur Couronne et Miroir").
Calligramme, 1914

Fig. 9. Paul Klee. Once Emerged from the Gray of
Night . . . (Einst dem Grau der Nacht enttaucht . . .),
1918 / 17. Watercolor and pen drawing in India ink
over pencil on paper, cut into two parts, with strip of
silver paper between, mounted on cardboard, 8% x
BV in. (22.6 X 15.8 cm). Kunstmuseum Bern, Paul
Klee Stittung

their formal mediums and vocabulary. It also
provoked a different, but integrally related,
strategy: the deliberate confounding of the
boundaries between the verbal and plastic arts.
The long-standing segregation of the various art
forms seemed to artists of the day as arbitrary as
conventions of pictorial space or poetic meter.
Indeed, when the avant-garde looked outside
post-Renaissance Western culture—to Oriental,
medieval, and folk art—they confronted strong
traditions in which the roles of images and
words were inextricable.

By the time of World War |, both the painters
and poets of Western Europe had begun to
trespass beyond their respective frontiers. Num-
bers and letters appeared on Cubist paintings;
thereafter, collage fully incorporated text as an
integral part of the experience of a picture. The
Futurists' extremely influential parofe in liberta
(free-word poetry) exploited the sizes and colors
of typography to endow the letters of their
poemns with visual expression. Apollinaire’s cal
ligrammes disposed the lines of a poem in a
visualimage of the objects described by the text.
In "Heart Crown and Mirror” (fig. 8), the letters
of the poet's name form his image in the "mir-
ror” that encloses them. '

Klee was a vital participant in this exploration
of the verbal possibilities of plastic art and the
plastic possibilities of poetics. His titles long had
figured as essential components of the style and
meaning of his work. Their inscription on the
mats of his works on paper invites the viewer to
combine the experiences of reading and look-
ing. Klee understood that poetic expression
could also stem from the forms of individual
letters, apart from the context of words; thus
we find them set in the midst of such works as
Composition with Windows (1919; p. 153).#

Klee's first attempt to fuse fully the concept of
poem and painting was a cycle of six watercolors
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of 1916 based on Chinese poetry, which enjoyed
a high regard among Westerners during the
teens.?* A Chinese poem derives its meaning
not only from the words of the text but from
their disposition on the page and the rhythmic
and textural quality of the calligraphy. The verbal
and visual are united further in those characters
of the language that derive from the image of
the object or action they signify. Klee's water-
colors, without using the Chinese characters
themselves, sought an equivalent marriage of
poetic and pictorial space.

Klee's most beautiful endeavor in this direc-
tion is the painting Once Emerged from the Gray
of Night (1918; fig. 9). The structure of the
poem—whose source is unknown—deter
mines the structure of the composition. A wall
of regularly spaced color squares provides the
basis of the image. Then, the black ink lines of
the arabic letters delineate the subdivisions of
color within the squares: small triangles, circles,
and odd shapes appear as tesserae in a mosaic
The upper and lower registers of the composi-
tion—divided by a strip of silver paper—corre-
spond to the two stanzas of the poem. The text
also dictates the color scheme of the painting:
from beginning to end an emergence from gray
to sparkling blue,

The conjunction of painting and poetry
speaks directly to a central axiom of Klee’s aes-
thetic: the insistence that "space is a temporal
concept.”?* In his poem pictures, the presence of
text explicitly introduces into the process of be-
holding a temporal quality. At first glance we see
a flickering mosaic, but then as the letters
emerge from the colored pattern, we pro-
gress—reading—through the page. In fact, it
was a distinction between space and time that
had long sustained the divorce of painting and
poetry in Western tradition. The enormously in-
fluential writings of the eighteenth-century
critic Gotthold Lessing maintained that the fac-
tor of time dictated the arts’ different roles:
painting must be confined to static representa-
tion, for we perceive it with one glance or gaze,
whereas the dynamic potential of poetry stems
from our process of reading in time. This di-
chotomy held strong sway in the Western tradi-
tion until the beginning of this century.

Klee lent no credence to Lessing’s Laocoon,
“on which we squandered study time when we
were young.?® In 1912 he had first seen the
paintings in which the Futurists responded to
Lessing by trying to depict the act of motion.?
Klee eventually devised a far more profound
solution to the challenge. His mature work was
governed by the idea that the process of behold-
ing takes place over time, just as does the pro-
cess of creation. As we shall see, he constructed
his pictures so as to require the viewer’s eye to
meander gradually through the pictorial space
Klee's explicit conjunction of poetry and paint-
ing forms a critical point in this development.

The exploration of the intersection of poetry
and painting provides a strong link between
the work of Klee and that of Kurt Schwitters
Schwitterss invention of Merz in 1919 depended
closely on the lessons he had learned from his
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Fig. 10. Kurt Schwitters (1887-1948). Merz 22, 1920.
Collage of railroad and bus tickets, wallpaper, ration
stamps, 6% » 5% in. (16.8 x 13.6 ¢m). The Museum
of Modern Art, New York, Katherine S. Dreier Bequest
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Fig. 11. Paul Klee. Striding Figure (Ausschreitende
Figur), 1915 / 75. Pen and ink on newsprint, mounted
on cardboard, 10 x 6% in. (254 % 165 cm).
Kunstmuseumn Bern, Paul Klee Stiftung

poetic activity. It had proved to him that a work
of art is built upon combinations of basic ele
ments: “A logically consistent poem evaluates
letters and groups of letters against each
other"?” In the same way, Schwitters decided, a
painter might "evaluate object against object by
sticking or nailing them down side by side."?% In
every Merz (fig. 10) elements of different mate-
rials, scale, and significative purpose are egual-
ized as they unite to create a single pictorial
structure.

Schwitterss work was shown alongside that

Fig. 12. Paul Klee. “C" for Schwitters ("'C"" fur Schwit
ters), 1923 / 161, Oil transfer drawing and watercolor,
113 x 8% in. (27.9 x 22.2 cm) Private collection,
Milan

of Klee at Der Sturm in January 1919. The draw-
ings on exhibition preceded the invention of
Merz, but already they suggested that Schwit-
terss Merz activity, like so much of German and
American Dada, would differ from Klee'’s work
In its accornmodation of the urban and indus-
trial environment.?® In the teens Klee did notasa
rule admit into his work the physical presence of
printed imagery or typeface: Striding Figure
(1915; fig. 11), drawn on a handbill, is the rare
exception. The city street and the establish-
ments that line it seem foreign to a world of the
tiergarten, the nérdliche wald, and the berg-
dorf. Schwitterss forays for ticket stubs, re-
ceipts, and used stamps find their counterpart in
Klee's hunts for precious pebbles, shells, and
pine cones. Yet the two sorts of romance are not
as far apart as they first may seem. Schwitterss
love for the artifacts of city life gives his work a
spirit closer than any other to the love for nature
evident in Klee's work. A gift Klee made to
Schwitters in 1923 testifies to his affectionate
respect for this artist. In the oil transfer drawing
“C" for Schwitters (1923, fig. 12), the meticu-
lously rendered stamps and coins masquerade
as collage elements and offer a marvelous exam-
ple of pseudo-Merz.

The art of Merz, like that of Klee, did not seek
overtly to effect political change. In this attitude
Schwitters stood closer to Klee than to his fellow
German Dadaists. For Klee and for Schwitters,
the conjunction of poetry and painting suited
their respective pictorial goals. For the Dadaists
in Berlin, the grafting of verbal and visual means
formed their most potent tool of saciopolitical
attack. In general, the irony of Dada became
more pointed in its final phase. Klee's work was
not as pertinent to the later Dadaists, although
he aimed his wit at many of the same targets. A
drawing such as Metaphysical Transplant (1920;
fig. 13) gently ridicules the clumsy mechanics of
man's sexuality, but it does not take on the mor-




Fig. 13. Paul Klee. Metaphysical Transp

transfer drawing on paper, mounted on cardboard, 107

Burke, lllinois

dant bite of the Amorous Display (1917; fig. 14)
staged by Francis Picabia. And when Klee called
forth his skill for caricature, as in The Great
Kaiser, Armed for Battle (1921; p. 164), it was
hardly with a venom for which the photormon-
teur John Heartfield could have found respect.
Nonetheless, in 1919 Tristan Tzara still saw fit to
represent Klee's work in the Dada Anthologie,
which he issued from Zirich to an international
audience.”™® And for Max Ernst, as for the
Dadaists in Zirich, Klee's pictorial iconoclasm
was recommendation enough to claim him for
the Dada debut in Cologne

This event, the Bulletin D exhibition, was
organized by Ernst with Johannes Baargeld in
the fall of 1919, and it formed the most sensa-
tional context in which Klee's art had yet ap-
peared.’ The catalog’s inflammatory texts tar
geted any and all aesthetic objects: "Cezanne ist
chewing gum.” The wvisitors found the work of
Ernst, Baargeld, Arp, Klee, and others displayed
next to art made by children and folk painters,
African sculpture, and found objects such as a
piano hammer ("Die vollkommenste Plastik
hingegen ist der Klavierhammer”).

At the time of the Bulletin D exhibition, Ernst
was a Dada neophyte. His previous work fit into
the Expressionist idiom of Der Sturm, with fan
tasy landscapes closely related to those of Cha-
gall and Klee. In the summer of 1919, after
seeing Klees work at Hans Goltz's gallery in
Munich, Ernst sought out the artist and returned
to Cologne with an armload of works for the
projected exhibition, ™

Ernst's visit to Munich is usually remarked as a
turning point in his work for reasons other than
his acquaintance with Klee. In the sort of for
tuitous encounter that Giorgio de Chirico
seemed to demand of his admirers, Ernst’s dis
covery of the ltalian artist occurred during this
same visit to Goltzs shop.® De Chirico’s work
nspired Ernst’s first venture into a Dada idiom
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the bizarre incongruities of the lithographs Fiat
modes: pereat ars {fig. 15). These images echo
work such as de Chirico’s The Seer (1915; fig. 16)
in their portrayals of inexplicable events and
perscnages in a seemingly veristic space; they
declare that an apparent obedience to rules of
perspective by no means ensures that a picture
obey the rules of this world. De Chirico decisively
proved t what we call illusionistic space Is

truly no more than that

Klee, too, would use the license provided by
de Chirico to subvert an accepted pictonal lan
guage by means of itself. During the twenties,
he would create a variety of perspective pic-
tures, all of which meticulously diagram a "real-
istic" pictorial space. The transversals remain in
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place to allay any doubts. But if these diagram-
matic conventions once allowed us to accept a
volumed space ready for flesh-and-blood peo-
ple, this is no longer the case in Klee's Room
Perspective with Inhabitants (1921; p. 162). As if
automatic, thediagramming cannot be stopped:
the people also become mere figments of pictorial
convention. The black smudges from Klee's oil
transfer technique reinforce the uneasiness that
results when our confident expectations of sci-
ence have been frustrated. In the Perspective
with Open Door (1923; fig. 17), the tall black
opening that looms at the back of the meticu-
lously constructed room asserts what is implicit
in all the ghostly chambers. This picture dia-
grams the fact that the intelligence is but the
vestibule of our true personality.

KLEE AND THE SURREALISTS

And so, on that day . . . | came to know animals of
soul, birds of intelligence, fish of heart, plants of
dream.

—Rene Crevel

As Dada was transplanted to Paris in the early
twenties, a number of the future Surrealists
brought with them a close familiarity with Klee's
art. Arp and Tzara in Zurich and Ernst in Ger-
many had met him personally and had exhibited
his work. Yet we find the poet and critic Louis
Aragon responsible for the first reference to
Klee published in Paris. In the November 1922
issue of Littérature, a journal that bridged the
way from Dada to Surrealism, Aragon's “Letter
from Berlin” briefly alluded to Klee: “In Weimar
there flourishes a plant that resembles a witch's
tooth. Here it's not yet realized that the younger
generation is going to prefer Paul Klee to his
predecessors,”?”

The distance between Weimar and Paris
loomed far greater in spirit than in kilometers,
and the inclusion of a Bauhausmeister in a Sur-
realist exhibition now seems a superb feat of
Lautréamontesgue incongruity. Klee's arrival at
the Bauhaus in 1921 had initiated a decade of
rigorous exploration of the fundamental princi-
ples of his art. His theoretical investigations of
pictorial form and space would fill thousands of
pages of notes and diagrams. Yet, as distinct
from the activity of his Constructivist colleagues
at the Bauhaus, Klee's theoretical work re-
mained at the service of an art purely pictorial
and unrelentingly individualist.?® In Paris, the
Surrealists' fascination with the poetry of Klee's
painting overcame what would have been a real
distaste for the theory and pedagogy so integral
to his work. As the poet René Crevel admitted:
“The painter gifted with poetry can find in the
driest geometry the ladders he needs for his
deep diving."?” In the early twenties Klee’s
art became a key inspiration to the young
artists with whom André Breton founded a new
movement.

Surrealism inherited from Dada many of its
cultural attitudes and poetic practices, but the
Dadaist legacy contained no coherent concept

Fig. 15. Max Ernst (1891-1976). Plate from Fiat modes:
pereat ars (“Let There be Fashion: Down with Art"),
1919. Lithograph, printed in black, sheet 174 x 12 in.
(43.5 = 30.5 cm). The Museum of Modern Art, New
York, Purchase Fund

Fig. 16. Giorgio de Chirico (1888-1978), The Seer,
1915. Oil on canvas, 35V % 27% in. (89 x 70.1 cm)
The Museum of Modern Art, New York, lames Thrall
Soby Bequest

Fig. 17. Paul Klee. Perspective with Open Door (Per-
spektive mit offener Tire), 1923 / 143. Oil transfer
drawing and watercolor on paper, mounted on card-
board, 10/ »x 10% in. (26 x 27 cm). Collection
Rosengart, Lucerne
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Fig. 18. Marcel Duchamp (1887-1968) and Man Ray (1890-1976). Dust Breeding (Voici le domaine de Rrose
Selavy), 1920. Photograph. Published in Littérature (Paris), October 1, 1922

of visual style. Initially, Breton elected to his
cause independent predecessors, much as the
Dadaists in Zurich first filled their gallery with the
work of Sturm artists. A famous footnote to the
Manifesto of Surrealism enumerates painters
whose work Breton found compatible with Sur-
realist goals. He was liberal in his choices, includ-
ing among them Paolo Uccello and the principal
stars of the Paris avant-garde, as well as de
Chirico and Klee.?® Breton emphasized, how-
ever, that these artists did not fully define a true
Surrealist painting. By the time of the first Sur-
realist exhibition in November 1925, he had
found new recruits to shape a much firmer ros
ter. Klee, Picasso, de Chirico, Man Ray, and An-
dré Masson remained, joined by Arp, Ernst, Joan
Miro, and Pierre Roy.*®

As has often been recounted, the possibility
of a Surrealist painting had not gone un-
challenged. Pierre Naville, first editor with Ben-
jamin Péret of La Révolution Surréaliste, firmly
opposed any concept of the aesthetic. Accord-
ingly, he designed the journal after Nature, a
nineteenth-century science magazine, rather
than as a typical journal of fine arts. In the third
issue of this magazine, which appeared in April
1925, he published his notorious disavowal of
the possibility of a Surrealist painting,

The story is not so simple, however. It is this
very issue of La Révolution Surréaliste that pub-
licly welcomed Paul Klee into the Surrealist orbit
Antonin Artaud, the primary voice of the third
issue, admired Klee's work and included repro-
ductions of four watercolors by Klee among the
texts. These carefully placed illustrations, to-
gether with several by Masson and one by de
Chirico, offered a strong argument for how one
indeed might conceive a Surrealist art. Ultimate-

ly, the third issue of La Révolution Surréaliste
reads as a field for the internecine battle over the
viability of a Surrealist painting. The prominent
place of Klee's work in the magazine squarely
situates it within that debate.

This issue begins with a section of "Réves,”
dreams recounted by several children and by
Surrealist poets. This material testifies to the
central role that the dream occupied in the Sur-
realist aesthetic; Breton approvingly noted in his
manifesto the sign that Saint-Pol-Roux put on
his door while asleep: "Poet at work."4® At the
end of this selection of dream narratives we find
an illustration of Klee's Castle of the Faithful
(1924; p. 207). Banded lines, spread murallike
across the sheet, mark the portals and crenella-
tions of a majestic edifice beneath a starry sky. A
luscious blue, indifferent to material distinc-
tions, grounds the entire scene. It is not only in
dreams that we can conjure other civilizations,
nor need we express them only in words. These
delicate white lines incised in watercolor remind
us how quickly the frost on a windowpane can
create a fairy-tale world; and how easily Dust
Breeding (1920; fig. 18) on Duchamp’s Large
Glass can construct a domain for Rrose Sélavy.

André Breton had a particular fondness for
the image of the castle. He used it frequently to
house the wanderings of the Surrealist imagina-
tion, the haunts of the marvelous. The Man-
ifesto of Surrealism presents a long description
of Breton's own Castle of the Faithful, where the
Surrealist writers lived "as permanent guests.”
("Picasso goes hunting in the neighborhood.”)
Breton had only disdain for the skeptical reader.
“Is he certain that this castle into which | cor
dially invite him is [only] an image? What if this
castle really existed! My guests are there to
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Fig. 19. Paul Klee. 17, Astray (Siebzehn, irr), 1923 / 136. Pen and watercolor on paper, mounted on cardboard,

8% x 1M¥in. (22.5 x 28.5 cm). Kunstmuseum Basel

prove it does; their whim is the luminous road
that leads to it.""

Artaud designed this issue of La Révolution
Surrealiste as a sharp attack on Western culture
and conventions. The lead article, written by
Theodore Lessing and entitled "L'Europe et
I"Asie,” extols the Oriental way of life and de-
nounces the crass logic and materialism of the
West ?* At the same time, the essay indirectly
addresses the magazine’s inclusion of Klee’s
waorks, one of which concludes Lessing’s article.
By 1925, the mythology that surrounded Klee's
work emphasized the Oriental mien of the artist
and his art. The first monograph on Klee, written
by Leopold Zahn and published in 1920, opened
with a long excerpt from the teachings of
Tschuang-Tse and discussed Klee's art in the
context of the Tao.** Subsequent writers fur-
thered this analogy, and Klee's Bauhaus students
perceived him as their Buddha in residence (see
Glaesemer, fig. 15)

The description of Oriental culture in "L'Eu-
rope et I'Asie” doubles as a contemporary read-
ing of Klee’s work and illuminates the Surrealists’
admiration for him. Lessing explained that East
ern art, poetry, and philosophy are inextricable
from each other and from daily life itself. Orien-
tal man allies himself with nature rather than the
machine, and heroic achievements are of lesser
value than the attainment of peaceful absorp
tion into the cosmos. Correspondingly, the Ori-
entals are indifferent to our notions of causality;
their interest turns on what we would call coinci-
dence. If Lessing’s analysis amounts to simplistic
ramanticization, it is one that serves nicely the
Surrealist agenda. It also affirms an art that does
not trumpet its merits in grandiose master-

pieces, and which knows how to listen as well as
to speak.

A hostility toward Western culture pervades
this 1ssue of La Revolution Surrealiste, the cover
of which announces 1925 as the end of the
Christian era.* Paul Eluard contributed a protest
against the colonialist greed of European gov-
ernments and the Church’s willingness to serve
as their handmaiden; the beatific creature of
Klee's An Angel Serves a Small Breakfast (1920;
p. 161) provides Eluard's piece an ironic neighbor.
On page 27, however, the subject shifts to art.
There we find the innocuous paragraphs that
contain Pierre Naville's now famous declaration:
“Everyone knows that there is no such thing as
surrealist painting."** Denying any concept of
taste, Naville defined his aesthetic as nothing
but “the memory and the pleasure of the eyes,”
impossible to fix in time or space. Art is an
integral part of our lives—Ilike dressing, un-
dressing—but, Naville claimed, never a distinct
or deliberate act.

Far more prominent than this text is the large
reproduction below it: Klee's watercolor 17,
Astray (1923 fig.19). Indeed, it seems to ride on
the page as a merry challenge to the statements
above. In this picture, abstract signs—the num
ber seventeen, the German word irr, the two
arrows—inhabit and possess the same reality
as that of the man and lady embodied from
spermatoid forms. All swim across an aqueous
space of irregular splotches and vague horizon-
tal zones formed by repeated washings of
watercolor

This space, in particular, provides a solution to
Naville's complaints. Naville protested that man's
inner spirit could not be contained in formats




Fig. 20. Giorgio de Chirico. The Mystery and Melan
choly of a Street, 1914. Oil on canvas, 34% x 18% in
(87 = 71.4 cm). Private collection

“invariablement rectangulaires” His gibe specif-
ically targeted the system of Analytical Cubism,
against which Naville joined his Surrealist fel
lows in a classic Oedipal revolt. Naville objected
to Cubism’s adherence to the model of the ma-
terial world. As its subjects followed in the tradi-
tion of the portrait, still life, and landscape, so its
formal system echoed an external reality. The
harizontals and verticals that form the scaffold-
ing of an Analytical Cubist composition confirm
the structure determined by the stretched and
framed canvas. This in turn imitates the Carte
sian system that Western man has imposed
upon his entire environment (gridding the
streets of his cities, for example).

The Surrealists believed that such order pre-
cluded the expression of mans inner mystery
and natural instincts. It is here that Klee's space
became such an important model for them. The
wash ground of 17, Astray overcomes the coor-
dinates of its rectangular support to invoke a
space that welcomes inexplicable phenomena.
The fluid space of Klee’s pictures mirrors the
space of “the mind'’s eye,” which images to-
gether all our perceptions, fantasies, calcula-
tions, and desires. In other words, Klee has con
flated a physical space with a symbolic one. This
is made clear by the presence of the arrows that
dynamically charge the space of 17, Astray. The
arrow, an actual physical implement that goes
from here to there, has been lifted onto the
plane of idea. Hence, as Klee explained in his
Bauhaus lectures, the arrow signifies move-
ment, or more abstractly, the will to such move-
ment.*® This simple fact underlies the possibility
of road signs.

It seems that the arrows in 17, Astray doubly
assume that very function in the context of the
magazine page they grace. The bold black ar
rows structure the field of Klee's own composi
tion. But they also propel the reader to go on, to
turn the page, and to find, in fact, a second
rejoinder to Naville’s diatribe. Page 28 illustrates
de Chirico's The Mystery and Melancholy of a
Street (1914, fig. 20), whose veristic dream Im-
agery offered a different avenue toward a truly
Surrealist painting. Ultimately, it seems that the
argument presented by these pictures tri-
umphed over that of the text. The next issue of
La Revolution Surréaliste, the fourth, has as its
editor André Breton. Its pages are replete with
illustrations and contain the first of Breton's arti-
cles on “Surrealism and Painting”

Graphic work as the expressive movement of the hand
holding the recording pencil hich 15 essentially
how | practice it—is so fundamentally different from
dealing with tone and color that one can use this
technigue quite well in the dark, even in the blackest
night Paul Klee

As we have seen, Klee's fanciful imagery beck-
oned warmly to the André Breton who knew
that “there are fairy tales to be written for
adults"#* But it is Klee's method that was to play
a far more important role in the development
of Surrealist painting. In 1924, Breton defined
Surrealism as “psychic automatism,” the mate

rial expression of "the actual functioning of
thought"* Its stated goal was the direct trans-

position of man's inner life, without mediation
imposed by convention or reason. Klee's graphic
approach can be seen to have anticipated these
aims. Already in 1917, Hugo Ball had announced
Klee's gift for finding “the shortest path from the
idea to the page”

Klee's draftsmanship formed the basis of his
aesthetic, and it is to this which we must look for
an understanding of his relation to automatism
Klee's drawing process primarily relied neither
on the exterior world nor on the preexisting
format of the pictorial surface; “life drawing”
played no part in his practice. Instead, with the
line functioning as guide, he brought forth that
which was within him. Klees iconic self-por-
traits—for example Absorption (1919, p. 149) or,
later Actor’s Mask (1924; p. 205)—represent
the artist with his eyes knitted shut, vision di-
rected inward rather than toward the environ-
ment. This visual conceit corroborates the ro-
mantic artist’s traditional self-image as god or
prophet. At the same time, however, it carries us
directly to Paris in 1922—to the apartments in
which the friends of André Breton and Robert
Desnos sought poetic inspiration in states of
trance
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A more detailed discussion of Klee's graphic
technique is in order here, for the concept of
“automatism” has long been clouded by vague
overuse. Breton qualified Klee's art as "partial
automatism,”*! and surely Klees drawings do
not appear as frenzied scribblings. The auto-
matic nature of Klee's drawing stems from a
traditional conception of drawing as that art
which is most inherently abstract. As Klee and
countless others had stressed, there are no
straight lines in nature; all graphicrendering isin
fact invented expression, whether or not a
drawing ultimately resembles something in our
world

Klee explained his personal concept of ab
straction in a small fable that opens his “Creative
Credo It "talks” the reader through a drawing,
using the metaphor of a journey to show how
lived experience might be abstracted into a
graphic record

The first act of moverment (line) takes us far beyond the

dead point, After a short while we stop to
breath {interrupted line or
articulate And now

Nave |

me {(coun ). We

road in this directio

and in that (bundles of lines

river i1sin the v = use a boat (wavy motion)

For didactic impact, Klee detailed a too-literal
translation of experience into sign. But he also
included in his example the fact that one has
memories and impressions after a trip. These,
much vaguer, roll together with those of our
more distant past, and we record: "All sorts of
lines. Spots. Dots. Smooth surfa Dotted sur
faces, shaded surfaces. Wavy movement. Con
stricted, articulated movernent."** From this we
can understand Klee’s ability to draw “in the
blackest night,” as his pen operated similarly to a
seismograph that records the earth’s tremors

Drawings that document this emergence of
graphic form from the workings of man’s
mind—Adventure between Kurl and Kamen
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(1925; p. 206), for example—comprise some of
Klee's most wonderful images. But all of his
drawings share certain qualities that hint at their
direct and unmediated formation. Most promi-
nent, perhaps, is the prevalence of connective
lines between different figures and objects, as if
joined by strings of the puppets they so often
depict. We read this as if the pen could not have
been put down, the thought broken. In other
drawings, the line seems never to articulate par-
ticular beings or things, and yet somehow it
yields recognizable scenes. In works such as
Arab City (1922; p. 165), fantasy towns ma-
terialize within networks of busy line; the
spontaneous emergence of individual buildings
and roads mocks all notion of modern urban
planning.

Klee's sense that drawing transcribes our in
ner vision was of no great novelty. Although for
centuries the teaching of the Academy had tried
to level the very private nature of drawing, it was
something that artists themselves never had
ceased to acknowledge. Klee referred to more
than his particular grounding in graphic art
when he described his line as his “most personal
possession.”5* Indeed, outside the realm of fine
art, vast bodies of theory sought to dissect the
disclosures believed to issue from spontane
ous graphic expression. The drawings of self-
described mediums were analyzed for all they
might yield from the realm of the beyond. The
art of the mentally ill, which Klee had admired as
early as 1912, formed a fundamental diagnostic
tool for the first psychiatrists.>®

Breton was extremely well-versed in a psychi-
atric literature that devoted abundant attention
ta the graphic invention of the insane.®® It was
this that offered him the richest source for an
artistic antitradition. In a romantic association of
genius and madness, Breton saw the spon-
taneous writing and drawing of the insane as
the quintessence of genuine creative activity.
While the psychiatric background provided him
with a model, however, it did not indicate how
automatism might be attained without the Ii-
cense given by a diagnosis of insanity. Breton left
to his painter colleagues the practical solution of
that problem.

It is common art-historical hyperbole to describe
as “revelation” the impact of one artist’s work
upon another In the case of both André Masson
and Joan Mirg, the hyperbole, if that it be, rests
with the artists themselves.?” Each has declared
Klee's work a decisive catalyst to his break-
through to a Surrealist painting. A copy of
Withelm Hausenstein’s monograph on Klee pro-
vided Masson’s introduction to Klee's work in
1922, and he shared it with Mir6, whose studio
adjoined his own. The two artists would have
been able to find actual works by Klee in the
collections of Aragon, Breton, and Paul Eluard. It
was not until October 1925, however, that they
would see a full-scale exhibition of Klee's work,
That occasion, at the Galerie Vavin-Raspail,
Paris, seems to have been a true insider’s affair.
Aragon, who had first signaled Klee in Lit-
térature, wrote the catalog’s introduction, and
Eluard contributed an homage-poem (fig. 21).°

By this time, Mird and Masson had already
found their way to a Surrealist idiom. Their own
waork would appear alongside Klee's in the first
exhibition of Surrealist painting, which opened
at the Galerie Pierre on the day Klees show
closed.

Klee's importance to Miré and Masson is not
evident in immediate comparison, for both art-
ists had already undergone the formative period
inwhich an artist’s work truly looks like that from
which he learns. As young painters working in a
Cubist mede, both had been in search of an
idiom more amenable to poetic and intuitive
expression. Klees work became important
when they were ready not 1o copy but to invent
truly individual voices. Klee revealed to them the
possibility of a line that conjured rather than
described, that traveled through space as the
trace of images in our minds rather than of
objects in our physical world. The words of Henri
Michaux, who put to work his discovery of Klee
slightly later, most beautifully express Klee's ap-
peal to the young Parisians: “"On n’avait jusque-
la jamais laisse réver une ligne"—"never before
had a line been allowed to dream"®"

A look at the early Surrealist work of Mir6 and
Masson suggests how such a line became useful
to their individual aims. Masson's automatist
drawings differ immediately from those of Klee
in the obvious speed with which they were ex-
ecuted.®' For Masson, rapidity guarded against
the intervention of reason, the temptation to
exercise the eye of the trained artist. His final
addition of descriptive details suggested by the
lines and his bestowal of a title lifts the auto-
matism into poetry: in Furious Suns (1925; fig.
22) eyes, breasts, teeth, and orifices whirl to-
gether in nebular passion. Masson's lines appear
charged with energies from the darkest depths
of man'’s unconscious. In contrast, Klee's work
maintains a commitment to represent the bal-
ance between the wild and tame; if he depicts
the barbarians, the Greeks are there too.

Miro's lyrical and often humorous line bears
more immediate affinity to that of Klee. The
painting Le Renversement (1924; fig. 23) dem-
onstrates the diagrammatic line that navigates a
space in which modeling has become irrelevant.
As in 17, Astray (fig. 19), laws of gravity do not
apply to this material space; nor do those which
separate resemblance from sign. The arcs of the
mustache on the running man are weightier
than those of his body, while the lines that de-
scribe the mountains simultaneously serve to
diagram the man's motion. This abstract line
enabled Miro, like Klee, to sever the boundary
between verbal and visual signification. The
weightless lines that write the words AH! and
HOO! occupy the same realm as those that de-
scribe the peasant or his horse. As is made ex
plicit by Klee in the Vocal Fabric of the Singer
Rosa Silber (1922 ; p. 173), letters permit an aural
component to the viewing of the picture, fur-
ther collapsing together the experience of paint-
ing and poetry.®*

In all these pictures, it is the drawing that
bears the heaviest burden of meaning and first
exacts the empathy of the viewer Fully de-
veloped paintings, both for Klee and for the
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Sur la pente fatale, le voyageur profite

De la faveur du jour, verglas et sans cailloux,

Et les yeux bleus d'amour, découvre sa saison

Qui porte i tous les doigts de grands astres en bague,

Sur la plage la mer a laissé ses oreilles

Et le sable creusé fa place d'un beau erime,

Le supplice est plus dur aux bourreaux qu’aux victimes,
Les couteaux sont des signes et les balles des larmes.

Om the fatal slope, the traveler profits

From the day’s good will, sleet and no pebbles,
And his eves blue with love, he discovers his season
Which wears on each finger big stars set on rings.

The sea has left its ears on the beach

And the sand has marked the place of a beautiful crime.
The torture is harder on tormentors than on vietims,
Knives are signs, and bullets, tears.

—Paul Eluard
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Fig. 21. Paul Eluard (1895-1952). "Paul Klee,” 1925,
First published in catalog of 39 aquarelles de Paul Klee,
Galerie Vavin-Raspail, Paris, 1925

Fig. 22. André Masson (born 1896). Furious Suns,
1925, Pen and ink, 16% x 12%in. (406 x 31.7 cm)
The Museum of Modern Art, New York, Purchase Fund

Fig. 23, Joan Mirg (1893-1983). Le Renversement,
1924, Qil, pencil, charcoal, and tempera on canvas
board, 361 x 28%in.(92.4 x 72.8 cm). Yale Univer-
sity Art Gallery, New Haven, Conneclicut, Gift of the
Societé Anonyme
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Fig. 24. Joan Mird. The Birth of the World, 1925. Oil on
canvas, 98% x 78% in. (250.8 x 200 cm). The Mu-
seum of Modern Art, New York; Acquired through an
anonymous fund, the Mr. and Mrs. Joseph Slifka and
Armand G. Erpf Funds, and by gift of the artist

Fig. 25. André Masson. Fish Drawn on the Sand,
1926-27. Oil and sand, 393 x 28%in.(97.8 x 714
cm). Kunstmuseum Bern, Hermann und Margrit Rupf
Stiftung

Surrealist "automatists,” depended on the in-
vention of a color technique that would host
and enhance an independent graphic poetry.
Such a technique did not need to involve a truly
automatic application of color. Rather, it simply
demanded a mobile field compatible with a dy-
namic line and the pictorialization of the process
of time that governed “automatic” creation.

The temporal process of creation is empha-
sized even In those paintings by Klee that are
most systematic and nonobjective in appear-
ance, the compositions of colored stripes or col
ored squares. As these surfaces generate a
warm vibrant light that builds from a cool dark
ground, they take as their subject their own
evolution. The title Eros (1923; p. 191) implies
this in the general sense of the creative power of
love and in its more specific reference to the
Greek creation myth in which Eros is born of
Night and Chaos.

The oil transfer drawings that Klee made at
the Weimar Bauhaus, for example Twittering
Machine (1922; p. 172), also invite the viewer to
share the temporal process of their creation
This process comprised repeated layers of glaz-
ing, each of which had to dry before the next
was applied. Ultimately, the subtle chromatic
gradations and their varying opacities lead the
eye to circulate through space in a manner ex-
actly counter to the directed gaze encouraged
by the perspectival devices of naturalistic pic-
torial space. The random spots and smudges
born of the initial transfer of the drawing rein-
farce the aura of decentralization. As a result,
the drawing seems to emerge from the sur-
rounding space despite the fact that it actually
was applied beforehand.®?

The pictorialization of genesis is shared by the
fields of Miré’s much larger oil paintings, and in
The Birth of the World (1925; fig. 24), is con-
firmed by the title.® The erratic application of
sizing to the canvas caused the paint to take
irregularly to the surface and thus to vary the
behavior of reflected light. The glazes were
brushed, poured, spilled, and sprayed to be-
come a rich atmosphere that would inspire the
cursive drawing and opaque symbols upon it.
Masson used sand to prompt and to symbolize
an evolutionary process of painting—and
again, evolution itself. Works such as Fish Drawn
on the Sand (1926-27; fig. 25) were begun by
pouring sand onto a canvas that had been
spread with patterns of glue. Sand rivulets and
clusters that clung to the adhesive would then
catalyze graphic composition in paint (straight
from the tube), charcoal, or pencil. We are used
to remarking that an artist covers his tracks;
Masson designed these works in sand precisely
as tracks.

All these technigues share Klee's emphasis on
the two-stage process of compasition, in which
the emergence of form precedes associative
elaborations. Max Ernst fulfilled the same aim
with his invention of frottage, which he defined
as a technigue for "the intensification of the
irritability of the mind's faculties."® The frottage
process consisted of rubbing black lead on a
sheet of paper that had been placed over a
textural surface such as wooden planks or
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Fig. 26. Max Ernst. The Fugitive, plate 30 from Histoire Naturelle, 1926. Collotype after frottage, printed in black,

10V x 16%in. (26 >

leaves. These rubbings, Ernst explained, would
stimulate the artist's imagination and provoke
his inner visions. The results appear In the
lithographs of his Histoire Naturelle (fig. 26),
published in 1926.

Ernst rooted his 1925 invention of frottage in
the memory of a childhood experience. He be-
gan his autobiography by telling of a night on
which he gazed at the fake mahogany panel at
the foot of his bed and saw in its patternings
human forms.®® Klee was equally careful to re-
count in his own autobiography a strikingly sim-
ilar tale:

In the restaurant run by my uncle, the fattest man in
Switzerland, were tables topped with polished marble
slabs, whose surface displayed a maze of petrified
layers. In this labyrinth of lines one could pick out
human grotesques and capture them with a penci
was fascinated with this pastime; my bent for the
bizarre announced itself (9 years).®”

In the two parables, Klee and Ernst associate
their own work with the intensity and authen-
ticity of the childs creativity. This stance was
anchored firmly in the avant-garde tradition:
Baudelaire had declared that "genius is ho more
than childhood recaptured at will "% And yet the
conjoint confessions of Klee and Ernst are most
important because they alert us to the exceed-
ingly conscious nature of an assumed nalvete
Each artist devoted the utmost care, over an
extended period of time, to the construction of
his autobiography.®® The decision to reclaim the
supposed spontaneity of the child or naive artist
was no less a conscious construct. And, in the
work of Klee and Ernst, a successful evocation of
an untutored approach involved a process
equally intentional and carefully cultivated,

Similarly, the rhetoric of automatism adver-
tised a rejection of professional expertise that
masked what was in fact a highly complex inter-
action of calculation and inspiration. While the
Surrealists kept silent about the element of rea
son in Klee's work, it matched a similar, if lesser,
distortion of their own actual practice. For ex-

42 .5 cm). The Museum of Modern Art, New York, Gift of Jlames Thrall Saby

ample, the same Tristan Tzara who invented the
sliced-newspaper poem submitted his work to
prolonged and compulsive revisions. Privately,
the artists realized that matters were far less
simple in practice than in discourse. When Max
Ernst first saw Klee's work at the Sturm gallery,
he had recognized its affinity to the art of a child.
But Ernst was careful to qualify this child as one
“who had looked at and studied well his Picasso,
Delaunay, and Macke." ™

In 1925, the year of Klee's debut in Paris, the
Bauhaus moved from Weimar to Dessau, where
Gropiuss International Style buildings would
embody a new era of objectivism, Although Klee
remained untouched by the Bauhauss increased
emphasis on mass production and communica-
tion, his work did manifest a greater interest in
systematization and measurement. Rich linear
studies culminated in such masterful paintings
as Variations (1927, p. 225). The rigorous geom-
etry of the Constructivist aesthetic—seen in
Laszlé Moholy-Nagy's cover design for Klees
Pedagogical Sketchbook (fig. 27)—found echo
in-such works as Portrait of an Acrobat (1927,
p. 228).

Yet the painter-poet who so appealed to the
Surrealists by no means disappeared. A greater
pictorial clarity defined imagery even more mys-
terious than the often anecdotal work done at
Weimar, This is perhaps most true of the pictures
that consist of individual elements vividly ren-
dered but floating separately in the pictorial
space. These may be representational forms
(fish, dice, flowers, moans, faces), geometrical
shapes (squares, cubes), or conventional signs
(arrows, exclamation points). Sometimes the
discrete elements coalesce into a recognizable
scenario, as in Conjuring Trick (1927; p. 228).
Often, however, their meanings meld together
no more obviously than do the forms, and the
juxtapositions seem to operate only on the
loosest of logics. We might therefore be
tempted to treat a work such as Around the Fish

BAUHAUSBL’JCHER

PAUL KLEE
PADAGOGISCHES
SKIZZENBUCH

Fig. 27. Laszlo Moholy-Nagy (1895-1946). Cover de
sign for Padagogisches Skizzenbuch (Pedagogical
Sketchbook) by Paul Klee (Munich, 1925)




Fig. 30. Pablo Picasso (1881-1973). lllustration for Bal
zacs Le Chef-d'oeuvre incannu (Pans), 1931. Wood
engraving by Aubert after drawing of 1924, 13 x 10
in. (33 x 25.5 ecm). The Museum of Modern Art, New
York, The Louis E. Stern Collection

Fig. 28. Paul Klee. Pastorale, 1927. Tempera on canvas
mounted anwood, 27V x 20%in. (69.3 x 52.4cm)
The Museum of Modern Art, New York, Abby Aldrich
Rockefeller Fund and exchange

(1926, p. 217) as a rebus to be deciphered, and
to display the solution like a trophy. Scholars
certainly have done so. But this is to miss the
point: the magic of a dream does not rest in its
analysis.

Such insoluble fish share the tactics of Sur-
realism not only in their coy elusion of meaning.
Notwithstanding the absence of glue, their
structural mechanics are those of collage, a sys-
tem at the heart of the Surrealist aesthetic. Col-
lage offered a rich alternative to a descriptive
language that narrates a continuous seguence
of time and space, as it disrupted the rela-
tionship between objects and external reality
Under the banner of Surrealism, this method of
picture-making flourished in the latter half of
the twenties. In 1926 Max Ernst began to create
his wondrous callage novels, and Louis Aragon
wrote in 1930 that in the last few years Picasso
had undergone a veritable “crise de collages."”
The Surrealists especially appreciated the fact
that the discontinuity of collage demanded the
viewers active participation in the completion of
a picture. It is this principle that is so evident in
Klee's work under discussion. His pictorial fields,
either a warmly worked black or a haze of pale
hues, literalize a space that is left for the fantasy
of the observer. The perceptual work of relating
the segments of the compaosition parallels the
job we must do in fabricating their contextual
connection.

The same invitation to read a painting offers
itself in Klee's seemingly far different “script pic-
tures.” These paintings have their beginnings in
Klee's earliest work, but first appear in their ma-
ture form in 1924 with pictures such as Human
Script (p. 206) and Egypt Destroyed (p. 208).
They consist in various signs arranged in hor
zontal bands or freely distributed on the page,
usually incised in thin strokes of watercolor or ol
on a richly worked ground. The script may sim-
ply be a series of designs such as crosses and
stars, or it may take as its “letters” humans or
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Fig. 29. Henri Michaux (1899-1984). Alphabet, 1927
Ink on paper, 144 x 10% in. (36 x 26 cm). Private
collection

flowers. Similarly, the titles may or may not
evoke concrete associations; ultimately, a Tree
Nursery (1929, p. 234) is not so different from a
Pastorale(1927; fig. 28). What Klee's other work
implies, the script pictures explicitly state. They
take as their very subject the equivalence of
writing and drawing, of poem and picture.

The basic sameness of “the pen that flows in
writing and the pencil that runs in drawing” is
fundamental to Breton's concept of automa-
tism.” Testimony to his theory is explicit in the
wide variety of invented scripts made under the
aegis of Surrealism by artists ranging from Picas-
so to Henri Michaux (see Alphabet, 1927; fig.
29). Breton considered automatism the most
reliable route for painters and poets to follow to
the unconscious, and in "Artistic Genesis and
Perspective of Surrealism,” he explained this
preference. He suggested that the fundamental
reward of automatism—and automatism
only—Ilay in its attainment of rhythmic unity
(Breton’s italics). “I maintain that automatism in
writing and drawing is the only mode of expres-
sion which gives entire satisfaction to both eye
and ear by achieving a rhythmic unity, just as
recognizable in a drawing or in an automatic
text as in a melody or a bird’s nest."”

It is ironic that André Breton, who had
claimed to detest music, and who had come to
feel little better about the work of Klee, indi-
rectly becomes an astute commentator on the
obvious connection between the two.” Of
course, it is precisely the element of rhythm that
motivates Klee's script pictures, far beyond their
superficial resemblance to a page of sheet music
or the suggestion provided by titles such as Pas-
torale. The script pictures take on the ability of
music to produce meaning from its own struc-
tural elements, to construct pattern and sign by
means of repetition and interval, accent and
rest.

Accordingly, rhythm provides a fundamental
alternative to mimetic representation. Picasso

>
£

7




28

T

recognized this when he used his 1924 drawings
of rhythmic patterns of dots and lines to illus-
trate Balzac’s Le Chef-d‘oceuvre inconnu (1931,
fig. 30). The masterpiece of the story's title was a
portrait which, after years in the making, had
developed into a foot peeking out from a web of
tangled lines. Balzac’s portrayal of the tragic lim-
its of the artist's quest for resemblance finds
respectful sympathy in Picasso’s unassuming lin-
ear inventions.

Klee's script pictures, more than any others,
assert that for the viewer as well as for the artist
the experience of a picture rests in “becoming”
rather than “being.” In these works there is no
message to decode, no tune to whistle. This fact
opens onto a further dimension of the script
pictures: man'’s delight in the unknowable. Our
response to them is not unlike that which we
today accord an inscribed stone from Babylonia.
The fascination of the cuneiform characters can-
not be reconciled with the mundane fact that
they provided nothing more than, say, a recipe
for bread. Here we exercise a vestigial faith in
the power of signs independent of any other-
wise useful purpose. The same urge underlies
man’s unceasing attempts to “read” the stars.
Miré both referred to and recreated this pastime
in The Beautiful Bird Revealing the Unknown to
a Pair of Lovers (1941; fig. 31), one of his series of
Constellations.”® Max Ernst could have found no
better way to pay homage to the guest of a
favorite astronomer than to compose an entire
book of make-believe script. The ciphers of Max-
imiliana, or the lllegal Practice of Astronomy
(1964; fig. 32) also invite us to glean shape and
meaning from the vast expanse of an unknown
cosmos; like Klee's scripts, they engage our
readiness to explore a system that lies beyond
reach.

The secret of Klee’s art must remain our secret for a
long time to come.™
— Philippe Soupault

Our perception of Surrealism, as William Rubin
has observed, greatly relies on the prejudices of
André Breton, personal as much as aesthetic.
When Breton took over La Révolution Sur-
réaliste, Klee's work never returned to its pages.
It would appear that Breton had lost his early
taste for Klee; the essay “Surrealism and Paint-
ing” does not mention him at all. Yet Breton's
indifference should not obscure the loyalty of
other Parisian admirers. Forgetting that Klee
also enjoyed the devotion of a far different au-
dience in Dessau, the French poets continued to
watch over his work as the guardians of a pre-
clous treasure.

The Surrealists esteem found testimony in the
monograph on Klee published by Cahiers d’Art
in 1929, which joined a short text by Will
Grohmann with a selection of homages by Sur-
realist poets. This monograph stands as a tribute
to the diplomatic skill of Christian Zervos in what
must have been delicate circumstances, for the
book appeared in December 1929, the same
month in which Breton's Second Manifesto of
Surrealism appeared.”” By this time Breton's
penchant for electing allies to his cause had
yielded to a preference for excommunicating

them. The manifesto initiated Breton's cam-
paign for political engagement, and denounced
those to whom this did not appeal. Enemy lines
were starkly etched. Yet the monograph on Klee
unites tributes by dissidents such as Philippe
Soupault and Roger Vitrac with pieces by those
who remained loyal to Breton: Crevel, Eluard,
and Tzara.

The Surrealists’ words remain the most beau-
tiful ever written on Klee. The Parisians made no
attempt to analyze his work; rather, they used it
as a departure point for their own poetry. Their
texts rhapsodized upon the mystery and inef-
fability of Klee’s universe, a “star rather than a
planet””® Not surprisingly, Will Grohmann felt
compelled to assure the readers of the magazine
Cahiers d’Art that Klee was a man who stood
“solidly on both legs” and who walked through
life “with his eyes wide open."”®

Again and again, the Surrealists praised the
miniature quality of Klee's work. As poets, they
deeply understood the economy of Klee's art
and the advantage that finite means can lend to
an infinite vision. Crevel, in a monograph pub-
lished by Gallimard in 1930, interpreted small-
ness more specifically: he understood Klee's tiny
works as a challenge to the might of bourgeois
authority. As had La Révolution Surréaliste in
1925, Crevel enlisted Klee in a denunciation of
Western logic and materialism. In a poignant
Surrealist version of the homily “the meek shall
inherit the earth,” Crevel reminded his readers
that “there will be fleas until Judgment Day,"
while already the museum was the only place to
find a sign of the gigantic Diplodocus dinosaur.®

Whereas Klee had become an unwitting col-
laborator in a variety of poetic visions, both Elu-
ard and Tzara sought him out in Dessau for
explicit collaborations. In April 1928, Eluard sent
Klee some of his poetry with the request that he
illustrate a volume of his work. Klee responded
with warm enthusiasm, but for reasons un-
known nothing further came of this exchange.'
In 1931 Tzara asked Klee for an engraving for his
poem L ‘Homme approximatif, and this proposal
was realized. Tzara provided the artist with pa-
per from Paris, and Klee responded with an
engraving (fig. 33) based on the drawing Eye
and Ear of 1929 82 The image presents a man's
face (the bridge of his nose that of a stringed
instrument) beside a configuration that forms
an enormous ear. The center of the ear appears
as a third eye, and the surrounding mass seems
to materialize the man’s mind, The image ac-
cords with an extraordinarily musical poem that
forms an epic reflection on self and language: “I
think of the warmth spun by the word / around
this center the dream we call ourselves®?

Despite these individual projects, Klee's work,
as of 1929, was positioned in the Paris art world
at a far remove from Breton's new Surrealism.
It found its place not in his La Surréalisme au
Service de la Révolution but in Documents.
This magazine was the brainchild of Georges
Bataille, whose disdain for Surrealism's politi-
cal pretentions earned him Breton’s strongest
vitriol. Later emphasis on the dark side of
Bataille’s character and literature has obscured
the fundamental humanism underlying the phi-
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Fig. 31, Joan Miro. The Beautiful Bird Revealing the
Unknown to a Pair of Lovers, 1941, Gouache and ol
wash, 18 x 15in. (54.7 x 38.1 ¢m). The Museum of
Modern Art, New York, Acquired through the Lillie P
Bliss Bequest

Fig. 32. Max Ernst. Leaf 10 from Maximiliana, 1964.
Etching with aquatint in two colors, 16¥s x 12 in
(40.6 = 30.4 cm). The New York Public Library,
Spencer Collection

Fig. 33. Paul Klee, L ' Homme approximatif, 1931, Etch-
ing printed in black, 7 x 5% in. (17.8 x 13.9 cm). The
Museum of Maodern Art, New York, Purchase Fund
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Fig. 34. Paul Klee. Menu without Appetite (Menu ohne Appetit)
32.8 cm), irreg :

paper, 8/: x 12 in. (20.9

Fig. 35. Pablc
color,
York

losophy of his magazine ® Its masthead read
"Archéologie, Beaux-Arts, Ethnographie, Vari-
étés,” and it was dedicated to exploring the
"obscure intelligence of things” that united non-
Western, popular, and fine art.®® One issue, for
example, juxtaposed two works by Klee with an
Irish illuminated manuscript and a Russian
medal.®® Documents’ attempt to make sense of
the universe of form marked an important de-
parture from the evolutionary and colonialist
bias that long had colored discussions of con
temporary arts relation to the primitive. In so
doing, it served as an extraordinary herald to the
avant-garde agenda of the thirties, and in par-
ticular, to the place that Klee's art would occupy
within it

KLEE IN THE THIRTIES
| am my style.®
Paul Klee, 1902
The splintering of the Surrealist group forecast a
general rupture in the avant-garde of the thir-
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ass0. On the Beach, July 28
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ties. What had been a rapid succession of collab
orations and innovations throughout the cen
tury reached an impasse between 1930 and
1935. This period has fallen between the cracks
of an art history structured to recount a linear
series of successes: the new styles and programs
that arose as alternatives to the modernist idiom
in the thirties have often been described, but
less has been said of those artists who had com-
mitted decades to the development of a mod-
ernist art. The political crises of the decade
threw into question the position of those who
had staked their convictions and their incomes
on an art autonomous to world events. Breton
faced the problem in his explicit alliance of Sur-
realism and Communism, and he forced his as
sociates to choose sides for or against. But for
the majority of the avant-garde, the relationship
between art and society could not be so baldly
resolved. Their works of the decade chore-
ograph a strange ballet of confrontation and
withdrawa

The rise of Nazism and the
scattered the members of the a

approach of war
vant-garde; in so
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doing it united themn in a communal exile, psy
chological if not physical. For Klee, these were
years of particular hardship. By 1933 the Nazi
offensives against “degenerate” artists sent Klee
and his wife to his native city of Bern, Switzer-
land. This was no simple haven for Klee. The
avant-garde had interpreted Rimbaud’s ep
gram—"le est un autre” —as a directive. Artistic
realization reguired a self-imposed exile from
one's given identity: it meant going to a dif-
ferent metropolis to live, speaking a new lan
guage, and usually adopting another name. For
an avant-garde artist aged fifty-five, a return
"home” must be read as a very particular es-
trangement.

Klee's unsurety during these years is apparent
in his art. In 1932 he had produced among the
most magnificent works of his life. They ac-
knowledge the inspiration of Seurat, an artist
whose work only recently had been brought to
public prominence, and one very close to Klee in
his wedding of the poeticand theoretical. A title
such as Ad Parnassum (1932; p. 255) indicates
that Klee recognized the heights he had at-
tained. But such work was abruptly followed in
1933 by scratchy drawings—of slaves, emi
grants, and murders (p. 262)—that show mod-
ernism gone haywire. Klee’s continued uncer-
tainty is reflected in the drawing Menu without
Appetite (1934; fig. 34), which, like Picasso’s On
the Beach (1933; fig. 35), is a clear glance in the
direction of Salvador Dali. This was a very rare
move for Klee, who did not share Picasso’s sense
of license to dip freely into the group imagina-
tion. Klees painting was sporadic and unrelia

le- marvelous pictures followed by failures. In
1936 he made only twenty-five.

Butin this Klee stood in fine company. We find
in the midthirties a collective stopping short on
the part of the elder avant-garde. Artists
stopped working, switched mediums, or radi-
cally altered therr stylistic approach— probably
each at some point, In early 1935 Picasso ceased
painting altogether for twenty months. Matisse,
with great success, reinvested himself in his
drawing; Ernst turned to sculpture. In 1937, a
troubled Miro enrolled in the life-drawing class
at an art school in Paris. Sometimes work is
nothing more than an alternative to paralysis. In
1934 Giacometti made what would be his last
major sculpture for twelve years: Hands Holding
the Void (fig. 36) may stand as a symbol for an
avant-garde that had lost its confidence.

In his famous lecture at Jena in 1924, Klee had
apologized for disobeying the command,
“Don't talk, painter, paint!” But what happens
when one cannot paint? Or feels the need for
reevaluation? In 1935, the normally cagey Picas
so authorized the publication of remarks on his
painting that Zervos had recorded on a visit. In
the same year Matisse wrote "On Madernism
and Tradition,” his first major statement since
1908. Max Ernst published “Beyond Painting” in
1936.% While these painters were examining
their own origins, the avant-garde was doing so
collectively. In the place of reporting on a new
wave of styles—with the exception of the Sur
realist investigations of the object—the maga-
zines of the day reached back to the roots of

painting itself

In 1930 Cahiers d'Art ushered in the decade
with five installments of Hans Muhlestein’s essay
"Des Origines de |'art et de la culture® In a
prefatory editorial, Christian Zervos stressed the
need to understand prehistoric art if we are to
understand our own. In a strained but oddly
moving manner, he asked the reader’s indul
gence of material neither light nor entertaining.
The Cahiers continued to devote a great deal of
space to primitive art, joined in 1933 by
Minotaure, Their inquiries attained a level of
serious interrogation far beyond earlier roman
tic enthusiasms. Nets were cast across a vast
body of cultures, all as a means to explore the
essence of creation.

Klee did not join publicly in this communal
seif-examination. He had spent a lifetime shar
ing as much as he would in his writings and
classroom lectures. Privately, however, he too
burrowed down into the sources of his own art.
We remember that World War | had prompted
many calls for a new language to replace a
corrupted one. Klee had devoted the interven-
ing years to pictorial investigations that in 1937
would enable the formation of a systematic vo
cabulary; far beyond romantic or random in
vention, it would emerge from the fundamental
principles of picture-making. At this point one
cannot trace in Klee's work direct connections to
any particular form of primitive art. The history
into which Klee now would reach was his own;
the Ur forms he would retrieve were those of his
imagination.

The path he chose is prefigured in Picture
Atbum (p. 271), an early picture of 1937 that
seems literally to refer to cave paintings. Earth-
tone gouaches on unprimed canvas make marks
that seem scratched on rough stone; the graffiti
include a scaly lizard and a moon-headed
woman. If this seems a retreat from modernism,
we need only remember that in this very year,
The Museum of Modern Art staged an exhibi-
tion titled Prehistoric Rock Pictures. It displayed
facsimiles of the carvings found by anthro-
pologist Leo Froebenius, who wrote the catalog
essay. His concerns were not simply formal: "For
it has come to pass that we modern Europeans,
concentrating on the newspaper and on that
which happens from one day to the next, have
lost the ability to think in large dimensions. We
need a change of Lebensgefiihl, of our feeling
for life."?”

Picture Album's overt nod toward cave paint-
ing was unique in Klee's work. He thereafter
evolved a grammar that would determine the
character of his art for the rest of his life. The first
works of 1937 place basic graphic signs on the
fields of colored squares that had, in the early
twenties, provided a background for works such
as Ventriloquist: Caller in the Moor (1923,
p. 186). His simple signs are confined to rudi
mentary Y, T, X, and L shapes and to small arcs
and loops. The paintings’ titles may simply pro-
vide the label of “signs,” or they may confer an
associative meaning, as in Garden in the Ornient
(1937; p. 272). The signs become livelier and
more varied in a work such as Legend of the Nile
(1937; p. 278), its Egyptian motif confirming the

Fig. 36. Alberto Giacometti (1901-1966). Hands Hold-
ing the Vaid (The Inwisible Object), 1934. Plaster (orig|
nal cast), 61V in. (155.6 cm) high. Yale University Art
Gallery, New Haven, Connecticut




link to hieroglyphic expression. This painting, in
which we can recognize underwater life and
boats on the river surface, introduces Klee’s or-
ganization of his expanded vocabulary of signs
into more descriptive landscape and figural
compositions.

Some of Klee's signs are ancient figures: the
sun, moon, heart, wheel, flag. Others are the
basic geometric forms that he must have drawn
thousands of times on Bauhaus blackboards.
Now they appear in their own right, We are
reminded of the paper cutouts Matisse made
late in his life. Works such as Composition, Black
and Red (1947; fig. 37) show that he, too,
reached to the base of his art for the vocabulary
that had become his own. He no longer needed
explicitly to detail nudes in interiors or flowers in
vases; big leafy arabesques and the waves of a
woman'’s back sufficed.

Klee's signs are as flexible in meaning as they
are in size or shape: a comb form L ) can
read as a mouth, a hand, a flower, orsimply as a
rhythmic element. As was always true of Klee's
graphic work, the process is synthetic rather
than analytical: the signs generate the associa
tions, rather than the reverse, The linear forms
constitute an alphabet from which Klee could
assemble his pictures. As with language, a finite
number of elements can produce an infinite
number of images, Ultimately, the titles that in
dicate landscape or figural motifs hardly matter;
the images are generalized, and the distance
from a physiognomy to a forest is very slight.
A drawing such as Growth [s Stirring (1938,
p. 286) makes clear why the script pictures of
the twenties could equally “write” human fig-
ures, flowers, or abstract designs. It reduces the
genesis of form to an essential spirit equally
applicable to animals, plants, or ideas.

R

Fig. 37. Henri Matisse (1869
508 cm). The Wellesley College Museum, Welles

1954}, Compaosition, Black and Red, 1947 Paper cutout, 157
sy Massacl
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In a deeper sense than ever befare, the lan-
guage of Klee's late work had become its own
subject. His paintings of the thirties, unlike those
of many of his peers, largely remained within the
repertory of themes that had served him for a
lifetime.#' In contrast, Max Ernst invented a
wholly new subject matter for himself when he
turned his skill to veristic portrayals of petrified
avilizations such as The Entire City (1935-36,
fig. 38). There was a general resurgence of
mythological themes, and Picasso managed to
wrestle the myth of the Minotaur into a sin
gularly personal legend that defined an era as it
served his own psychic needs.®” The mark of
trauma upon Klee’s imagery was a more subtle
one. While the mood of many
remained characteristically berign, |
oeuvre catalogue now would record a different
vision as well. Children are frequently grieving or
lost; nature may seem more demonic than be-
neficent; ships can be found rusting in harbor.

o

of his works

The notion of a monumental painting by Klee
may seem a contradiction in terms. Yet the
grand scale of his last works disproves this. In
absolute dimensions, they tend to be much
larger than ever before; a number of paintings
from 1938 surpass five feet in length. But the
scale of these works is felt more in relation to
their impact on the surrounding environment. If
a painting by Rothko can be intimate in its enor-
mity, these works are monumental in their still-
small size.

This has a great deal to do with the dramatic
change in Klee's use of mediums. He retained his
longtime preference for homemade combina-
tions of varieties of oil and tempera, watercolor
and gesso. But now these mixtures aim toward

an effect of intensity rather than subtlety Klee
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81 cm}. Kunsthaus Zirich

also began to work with mediums he had sel-
dom used before. In 1937 he turned to pastel
crayon, which allowed firm but still soft drawing
upon the colored squares. Sgon he invented a
thick paint of pigment and paste, which he
could apply firmly but freely with a brush, spat-
ula, or palette knife. The large scale of the marks
relative to the pictorial field also boldens their
impression. There seems to be no space left to
separate the viewer from the image; we are
pitched into immediate confrontation with fig-
ures as well as landscapes.

The thickness of Klee's marks permits his sign
language its quality of anonymity and allows a
preference for remove that we can trace back at
least to the distancing process involved in the oil
transfer drawings. The grounds on which Klee
painted reinforce this effect as much as they do
the rudimentary nature of his marks. Heavy bur-
lap was substituted for expensive canvas, brown
wrapping for fine paper. Klee also began fre-
quently to paint on newspaper glued on jute.

Fig. 38. Max Ernst. The Entire City, 1935—36. Oil on canvas, 23%: % 32 in.{60 x

When he did paint on artist’s paper, he often wet
it first so that the paint would cause it to ripple
and acquire an assertive substance of its own.
We find the same effect at work in Miro's con-
temporary turn to masonite, on which he
painted in tar and casein (see Painting on Ma-
sonite, fig. 39). The raw nature of all these sup-
ports retains a pronounced resistance to im-
print. Like walls of caves or of subways, they
bespeak an existence independent of the advent
of the artists mark. Accordingly, the images
must assume a stronger, and even necessary,
presence. They project the same immanent
power of the graffiti that Brassal photographed
(fig. 40) in Paris alleyways and published in
Minotaure in 1933. Brassal's words can be used
to explain the consequence of Klee's late work.
In distinguishing the graffiti from the work of a
child—made on walls rather than paper, anony-
mous rather than supervised—Brassail recog-
nized that they returned “the word ‘charming’
to its original sense”"?

Fig. 39. loan Miré. Painting on Masonite, 1936, Oil, casein, tar, and sand on masonite, 30%
x 42V in. (78.1 x 107.9 cm). Pierre Matisse Gallery, New York

Fig. 40. Brassai (1899-1984). Graffiti, 1933. Photo-
graph. Published in Minotaure (Paris) no. 3/4 (De-
cember 1933), p. 6
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Fig, 41, Max Ernst, Saint-Martin d’Ardeche, 1939

This brings us back to the question that
weighed so heavily in the thirties. Man yearned
forart to regain its lost efficacy, a power that had
been equally expressed by the penitent who
knelt in a chapel of the Virgin and by the hunter
who initiated his chase by drawing in mud the
scene of a kill. In this sense we return to the idea
of the mural, for it is not for nothing that we still
speak of “writing on the wall” That legacy
makes the mural a field for social interference,
and even allows it the voice of a collective truth
greater than that apparent to us. The Mexican
muralists of the thirties knew this, as did Picasso
when for the 1937 World's Fair he painted Guer-
nica in a language to be understood by the
mary.

For Klee, such overtly propagandistic work
was out of the guestion. Klee could no more
surrender his private idiom than he could situate
his creations in a nonart setting. But he did refer
his own still self-contained work to an art that is
engaged by its society. In the twenties his works
on grounds of plaster had sought for themselves
the authority of ancient documents or wall
paintings. In the late thirties, the works on news-
paper used this effect for more contemporary
reference. Certainly, the newspaper provided
the sort of rough and varied surface that Klee
was seeking for a pictorial base. But it also could

stand as a metaphor for the wall on which a
mural is normally painted. One can think of the
news as the face of our civilization and of jour-
nalists as the architects of our history. The ar-
chaeologists of modern society, we might say,
will read not its walls but its newspapers. At easy
reach, Klee had found a facade on which to
leave his mark in his time.

Yet the mural has a double-sided nature. On
the one hand it can function as the collective
voice of the people in a public forum. But it has
an equal place in the private sphere, where it
serves to create a personal universe for the in-
habitant of the walls it covers. Goya—whose
work assumed fresh relevance in the thirties—
had finished his life in a panoramic nightmare of
Black Paintings he frescoed on the walls of his
country farmhouse. Max Ernst (fig. 41), in refuge
during 1938-39 in the south of France, re-
bounded from his recent paintings of ruin by
sculpting a fantastic menagerie to keep him
company. Exiled in Lysaker, Norway, Kurt Schwit-
ters in 1937 began to wall off the world in a
Merzbau camouflaged under a hillside.

Klee had never had any impulse toward large-
scale decoration. Yet in his final years he found
an equivalent solution to the structuring of his
environment. This is represented in the veritable
outpouring of drawings he produced from 1937
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until May 1940: a total of 1,583. Indeed, we can
imagine the drawings filling his studio, as "sheet
after sheet fell to the floor” in what by 1937 Lily
Klee's letters described as a continuous flow,*
They defined not only the artist's space but his
remaining time: they became Klee’s clock as he
methodically numbered, titled, matted, and re-
corded in his catalog the mounting production,

Done in pencil, grease crayon, and brushed
watercolor, these drawings are genuine prod-
ucts of the automatism Breton described in
1924, And it is here that the confounding of
drawing and writing is total. Many, in fact, were
made on lined writing paper. With a few quick
strokes, all descriptive detall is condensed into
terse sign. Musicians are one with their instru-
ments, ships their own seas.

To see a few of these drawings in isolation isto
see fragments from a lengthy frieze. Their ap-
parent simplicity belies the enigma of the reso-
lutely cryptic ideographs. They attain a real
sense only when we see the entire proceeding,
the rhythm of Klee's thought acquiring a certain
communicative power beyond straightforward
appearance. Themes form, sometimes in clus-
ters, sometimes sprinkled over a long period.
Often these can be traced to longstanding pre-
occupations. The many figures of Eidolas™ and
Angels (pp. 306, 320), en route from their
earthly to celestial stations, literalize Klee's early
speculations on man's condition as a creature
“half-winged, half imprisoned.”#® Cumulatively,
the drawings serve as a final chapter to the diary
Klee had abandoned in 1918, forming for the
artist what Glaesemer has described as “an un-
interrupted dialogue with himself"®?

Within the broad gamut of these drawings,
one device stands out as particularly prevalent:
the fragmentation of the figure into globular
sections that float on the page with no relation
to gravity or to each other. This scrambled struc-
ture resounds through scores of drawings, not
only of people but of landscapes and buildings.
The importance of this motif to Klee is reflected
in Outbreak of Fear lif (1939, fig. 42). Although
Klee rarely elaborated his late drawings into col-
ored works, this watercolor is prepared by two
(Qutbreak of Fear, p. 307). Its title confirms the
mood implied by the pictorial structure. The im-
age reads as one of Klee's puppets come apart,
its pieces flattened onto the page like the cut-
outs of a sewing pattern. Some of its parts are
discernible bits of anatomy, others merely amor
phous fragments. The pale watercolor over an
egg ground works to deny the possibility of any
real substance within the body's forms.

The picture evinces a tender pathos, rather
than a shrill rage, and yet it bears a proximity to
the Weeping Women who form a postscript to
Guernica or the tableaux sauvages of Miro. The
Miré Head of @ Man (1937 fig. 43) shares many
of the devices by which Klee evoked an Out-
break of Fear. In both works, the figure’s perim-
eters completely fill the pictorial field, rendering
it a place of claustrophobic entrapment. Miro's
head also appears severed from its body, reach-
ing up into the painting on a long stick of a neck.
An agglomeration of sickly fluids and gases
takes the place of flesh and bone.

Fig. 42, Paul Klee, Outbreak of Fear il (Angstausbruch
Iy, 1939 /124 (M 4). Watercolor over egg ground on
paper, mounted on cardboard, 25 x 18%in. (63.5 x
48.1 cm). Kunstmuseum Bern, Paul Klee Stiftung

Fig. 43. Joan Miro. Head of a Man, 1937. Gouache and
India ink on black paper, 25% = 1934 in, (63.5 % 50.1
em). Collection Richard S. Zeisler, New York

Fig. 44. Paul Klee, Reparatur, 1938 | 347 (2 17). Pencil
on letter paper, mounted on cardboard, 7% x 11% in.
(209 = 29 8 cm). Kunstmuseum Bern, Paul Kleg
Stiftung
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Klee and Miré each generalized their victim as
an androgynous being (“head of a man” cannot
account for the vagina dentata mouth on Mirg's
figure). Both works support readings far beyond
personal cries of pain or terror. Yet the motif is
also one of real immediacy, as Klee acknowl-
edged in a drawing entitled Reparatur (1938;
fig. 44). Here the artist, pen in hand and sporting
Klee’s black pipe, surveys his own scattered self
n a pond of disjointed limbs and faces. The lofty
title ironically punctuates the artist’s situation.

Jorge Luis Borges observed that when an author
dies, he becomes books. Klee was soon to be
come pictures; and like one of his Eidola or
Angel figures—caught midway between life
and death—he by the end was metamorphos-
ing into hisworks. The language of the late work

n paper. mounted «

FLAS:

-ardboa

ain Plak

eyl

e In. 131

cannot be separated from the man himself
Klee's eyes glance from the landscapes, and his
initials P and K float in the fields of signs. The
artist's name homonymically situates itself
within the many images in which a key (cfé) form
defines a figure or a space. As a young man, Klee
again and again had portrayed himself at work
in his room. Now there remain only the trap-
pings of this personal space: the carpet, the
keyhole, the cupboard. Ultimately the artist has
merged with his furniture and has become his
own hiding place (fig. 45).® But Klees final in-
troversion, too, would be turned outward. As
his identity folded into that of his art, it also
folded into the ongoing history of the avant
garde. For these late works provided a legacy
with which that avant-garde was to renew itself
after Klee was gone, in an abstract language

that merged symbol and self

L

35




36

NOTES

The author wishes to extend warmest thanks to
Carolyn Lanchner and Jirgen Glaesemer
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zutauchen, die reinen und unmittelbaren Schaf-
fensguellen des Kindes zu entdecken” Marcel
Janco, "Schopferische Dada,” in Dada: Mono
graphie einer Bewegung, eds. Willy Verkauf, Mar-
cel Janco, Hans Bolliger (Teufen: Arthur Niggli,
1965}, p. 38.

. In early 1911 Klee began an oeuvre catalogue in

which he retroactively included works dating back
to 1883 and which he would maintain for the rest
of his life. It detailed titles, dates, and mediums, as
well as prices and sales. While he included several
works from his childhood, he omitted his school

17

19

20.
24

24.

25.
26,

27

28

29

30.

32

33

drawings "because they lack creative self-suffi
ciency” See Diaries, p, 256, no. 895 (1911)

Arp had participated in the second Blaue Reiter
exhibition iri February 1912, Klee and he met that
summer through the activity of the Swiss art asso-
cation Der moderne Bund; Arp subsequently
helped to try to find a publisher for Klee's Candide
drawings.

. Paul Klee, "Ways of Nature Study” (1923}, in The

Thinking Eye: The Notebooks of Paul Klee, ed.
Jurg Spiller (New York and London: Wittenbaorn
and Lund-Humphries, 1961), p. 63

Ball, Alight Out of Time, p. 103.

Ibid,, p. 104.

Jurgen Glaesemer explains that Klee developed
this painting from an earlier drawing that he
turned sideways. See his Paul Klee: The Colored
Works in the Kunstmuseum Bern, trans. Renate
Franciscono (Bern: Kornfeld, 1979), pp. 32-33.
Klee, Diaries, p. 315, no. 952 (1915),

Precedents for such experiments were many. One
well-known to Klee was the “Fisches Nacht-
gesang,” from the Galgeniieder {1905) of the Ger
man poet Christian Morgenstern. The poem s
composed entirely of dashes and arcs arranged to
form a scaly fish.

- See Kandinsky on the |etter as a "being with inner

" The Blaue

life,” in "On the Question of Form,
Reiter Almanac, p. 165

- Forexample, see Ernest Fenollosa and Ezra Pound,

“The Chinese Written Character as a Medium for
Poetry," The Little Review (New York), vol, 6, nos.
5-8 (September—December 1919). As was com-
mon among Western scholars at the time,
Fenollosa exaggerated the pictographic quality of
the Chinese characters. On Klee's cycle of water-
colors on the Chinese poems, see Glaesemer, pp.
38--39.

Klee, "Creative Credo” (1920), trans. Norbert
Guterman, in The lnward Vision: Watercolors,
Drawings, Writings by Paul Klee, ed. Werner
Haftmann (New York: Abrams, 1958), p. 7.

Ibid

Klee, Diaries, p. 275, no. 916 (1913). This entry
quotes Klee's remarks on a Futurist exhibition at
the Galerie Thannhauser, Munich, published in
Die Alpen (Bern), December 1912, pp. 239-40.
Kurt Schwitters, “Logically Consistent Poetry”
(1924), reprinted in Richter, p. 148.

bid., p. 149.

John Elderfield has observed that these whimsical
drawings may reflect attention to Klee, whose
works Schwitters would have known from Der
Sturm and the Hanover Kestner-Gesellschaft. See
his Kurt Schwitters (New York: Thames and Hud-
son, 1985) p. 47

Dada Anthologie (Zarich), no. 4/5 (May 15, 1919),
Inthe summer of 1919, Klee visited the Dadaists in
Zurich, and saw Tzara, Arp, Eggeling, Richter, and
Janco. His report to his wife suggests that their
enthusiasm was infectious: “Would that we had
them in Munich!” Card to Lily Klee, June 22, 1919,
in Paul Klee: Briefe an die Familie 18931940, vol
2: 18907-1940, ed. Felix Klee (Cologne: DuMont,
1979), p. 954.

1. Although onginally organized for Karl Nieren-

dorfs Gesellschaft der Kinste, the Ernst and
Baargeld display was segregated from Nieren
dorfs exhibition when shown at the Kélnischer
Kunstverein; a sign announced that the two
events were unrelated. The British authorities oc
cupying Cologne ultimately confiscated the Bul-
letin D poster and catalog and forbade the pro-
jected tour. For this history and a reprint of the
catalog, see Von Dadamax zum Grungurtel: Koln
in den 20er Jahren (Cologne: Koélnischer Kunst-
verein, 1975). See also Lanchner’s essay in this
book, p. B6

Far details of this visit, see Werner Spies, Max Ernst
Collagen. Inventar und Widerspruch (Cologne
M. DuMont Schauberg, 1974), p. 35

See also Glaesemer, pp. 145-46. [n two paintings
of 1923-24, Ernst combines a Chiricoesque set-
ting with the painting-peem technique of Klee's

35.

37

39.

40

42,

43,

44

45,

47.
48
49

Once Emerged from the Gray of Night see
Dans une ville pleine de mystere . . and Qui est e
grand malade?, reproduced in Uwe M. Schneede,
Max Ernst (Stuttgart; Gerd Hatje, 1972}, p. 69.
René Creval, in Will Grohmann, Paul Klee (Paris:
Cahiers d'Art, 1929), p. xxiv. Excerpt from Crevel’s
“Merci, Paul Kiee!" in Le Centaure {Brussels), De
cember 1928: "Alors, ce jour-la I'al fait con-
naissarce avec des animaux d'ame, oiseaux d'in-
telligence, poissons de coeur, plantes de songe”
Louis Aragen, “Le Dernier E18," Littérature,
nouvelle série no. 6 (November 1, 1922), p. 22
"C'est a Weimar gue fleurit une plante qui ressem
ble & la dent de sorciere. On ne sait pas encore icj
gue la jeunesse va préférer Paul Klee & ses devan
ciers

. The creation of the Bauhaus was an example of

the gentle evolution of the Dada and Expressionist
climate into one of Constructivism. \Walter Gro-
piuss founding vision was one of a unity of artists
and craftsmen in the project of building a new
everyday environment. An extensive liferature
treats the development of this program and the
place of Klees work within it. See in particular
Christian Geelhaar, Paul Klee and the Bauhaus
{Bath, England: Adams and Dart, 1973) and Mar
garet Plant, Paul Klee: Figures and Faces {London:
Thames and Hudson, 1978). See also the general
iterature on the Bauhaus: Marcel Franciscono,
Walter Gropius and the Creation of the Bauhaus
at Weimar (Urbana: University of |llinois Press,
1971} and Hans Wingler, The Bauhaus (Cam-
bridge, Massachusetts: MIT Press, 1969).

René Crevel, Paul Klee (Paris; Gallimard, 1930).
Translation by Alan Brown in Gert Schiff, “René
Crevel as a Critic of Paul Klee," Arts Magazine
(New York) wvol, 52, no. 1 (September 1977),
p. 136.

. André Breton, "Manifesto of Surrealism,” in Man-

ifestaes of Surrealism, trans. Richard Seaver and
Helen R. Lane (Ann Arbor: University of Michigan
Press, 1972), p. 27

La Peinture surréaliste, Galerie Pierre, Paris, No-
vember 14-25, 1925, The exhibition included
two works by Klee; the catalog reproduced Ghost
Chamber (1920/174)

Breton, p. 14

. Ibid., pp. 1617,

heodore Lessing, "L'Europe et I'Asie,” La Révolu-
tion Surréaliste (Paris), no. 3 (April 15, 1925), pp.
20-21. It is followed by Klee's Parsimonious
Words of the Miser (present location unknown),
Leopold Zahn, Paul Klee! Leben, Werk, Geist
{Potsdam: Kiepenheuer, 1920).

The issue included, for example, collaboratively
written protests addressed to the chief doctors of
insane asylums and to the administrators of Euro-
pean universities.

“Plus personne n'ignore qu'il n'y a pas de peinture
surrealiste,” in Pierre Naville, “Beaux Arts,” La Rew-
olution Surréaliste (Paris), no. 3 (April 15, 1925), p
27.

. Section 4 of Klee's Pedagogical Sketchbook details

the evolution from actual arrow to symbolic ar
row, and the significance of the latter in his phi-
losophy of man's struggle to overcome his earthly
limitations: “Revelation: that nothing that has a
start can have infinity. Consolation: a bit farther
than customary!—than possible? Be winged ar-
rows, aiming at fulfillment and goal, even though
you will tire without having reached the mark”
Paul Klee, Pedagogical Sketchbook, intro. and
trans. Sibyl Moholy-Nagy (London: Faber and
Faber, 1984), p. 54. First German edition 1925
Klee, Diaries, p. 307, no. 928 (1914).

Breton, "Manifesto of Surrealism,” p. 16

lbid., p. 26. The complete definition reads as fol-
lows: "SURREALISM, n. Psychic automatism in its
pure state, by which one proposes to express—
verbally, by means of the written word, or in any
other manner—the actual functioning of
thought. Dictated by thought, in the absence of
any control exeraised by reason, exempt from any
aesthetic or moral concern.”
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- Wilhelm

0. Ball, Flight Out of Time, p. 103.
1. André Breton, "Artistic Genesis and Perspective of

Surrealism,” in Art of This Century, ed. Peggy
Guggenheim (New York: Arno Press, 1968), p. 21
First published 1942

“Creative Credo” (1920), in The Thinking
Eye: The Notebooks of Paul Klee, ed. Jurg Spiller,
trans. Ralph Manheim (New York: Wittenborn,
1961), p. 76

. bid,, p. 77

Klee, Diaries, p, 228, no. 831 (1908}

alled attention to the art of the mentallyill in
y for Die Alpen (January 1912) of the first
Blaue Reiter exhibition. After praising the art of
children, he wrote: "Parallel phenomena are pro-
vided by the warks of the mentally diseased; nei
ther childish behavior nor madness are insulting
words here, as they commonly are. All this is to be
taken very seriously, more seriously than all the
public galleries, when it comes to reforming to
day's art” Review excerpted by Klee in his Diaries,
p. 266, no, 905 (1912)

The most important example of this literature,
Hans Prinzhorn's Bildnerel der Geisteskranken
(Berlin: Springer, 1922) was well known both to
Klee and the Surrealists. See Werner Spies, "L'Art
Brut avant 1967," Revue de l’Art {Paris), no. 1-2
(1968), pp. 123-26; Francoise Will-Levaillant,
"L’ Analyse des dessins d'aliénés et de médiums en
France avant le Surréalisme,"” Revue de I"Art (Paris),
no. 50 (1981), pp. 24—39.

See Lanchner’s essay in this book, pp. 87—-88
Hausenstein, Kairuan, oder
Geschichte vom Maler Klee und von der Kunst
dieses Jeitalters (Munich: Kurt Wolff, 1921},

39 aquarelles de Paul Klee, Galerie Vavin-Raspail,
Paris, October 21—-November 14, 1925, Introduc
tion by Louis Aragon reprinte

eine

din Will Grohmann,
Paul Klee (Paris: Cahiers d'Art, 1929). Aragon per-
ceived the obstacles facing a German artist in a
strongly nationalistic postwar France. His deft so-
lution was to remind his audience of the well
established truisms that opposed "la lourdeur des
Allemands” ta “la finesse des Francais” In this
dichotomy, Klee landed cleanly on the French side
of the border.
Henri Michaux, "Aventure des lignes,” preface to
Paul Klee by Will Grohmann (Paris; Flinker, 1954),
quoted in Henri Michaux (Paris: Musee National
d’Art Moderne, 1978), p. 85
William Rubin, "André Masson and Twentieth
Century Painting,” in William Rubin and Carolyn
Lanchner, André Masson (New York: The Museum
of Modern Art, 1976}, p. 21.
Miro probably would have known a painting very
similar to Rosa Silber, the Order of the High C
(1921), in the collection of Paul Eluard. See
Rosalind Krauss and Margit Rowell, Joan Miro
Magnetic Fields (New York: The Solomon R
Guggenheim Foundation, 1972), pp. 28-29
This complex process began with the transfer into
oil of an independent pencil drawing. Klee placed
it on a piece of tracing paper, the bottom side of
which was spread with black oil or printers ink
That in turn rested on a third sheet of paper. Using
a stylus to trace the pencil drawing, Klee im-
pressed Its Image onto the bottom sheet in the
black ail or ink from the tracing paper. When the
watercolor was applied it left the drawing intact,
and apparently superior, on account of the antipa-
thy of oil and water.
See William Rubin, Miro in the Coflection of The
Museum of Modern Art (New York: The Museum
of Modern Art, 1973), pp. 30-33.
Max Ernst, Beyond Painting and Other Writings by
the Artist and His Friends, ed. Robert Motherwell
(New York: Wittenborn, Schulz, 1948), p. 8 Ernst
explained that this technique allowed him to assist
as a spectator” at the birth of his work. Compare
Mirgs claim that a picture "suggests itself under
my brush” (quoted by James Johnson Sweeney, in
“Joan Mirg: Comment and Interview,” Partisan
Review [New York], vol. 15, no. 2 [February 1948]

p. 212}, For a comparable view, see Klee's On

B56.

69

84.

. Ernst guoted

. Soupault, p. oo

). Crevel, Paul Klee (see n. 37, abo

2. Eberhard W Kornfeld, Ve

Modern Art (1924), trans. Paul Findlay (London
er and Faber 1948)

. Beyond Painting, p. 7
Klee, Diaries, p. 8, 27
Charles Baudelaire, “The Painter of Modern Li
n Baudelaire: Sefected Writings on Art & Artists,
trans. P E Charvet (Cambridge, England
Cambridge University Press, 1972), p. 398. First
published in Paris, 1863

On Klee's Dianes, see Christian Geelhaar, "Journal

ntime cder Autobiographie? Uber Klees Tage-

?

bicher,” in Pauf Klee: Das Frihwerk 18831922
(Munich: Stadtische Galerie im Lenbachhaus,

1979), pp. 246-60

n Patrick Waldberg, Max Ernst
lean-Jacques Pauvert, 1958), p. 236. Au-
s translation from the French

(P
thor

. Louis Aragon, “La Peinture au défi” (1930), re-

printed in Les Collages (Paris: Hermann, 1965),
p. 87. The collage phenamenan was not limited
to Paris: the same disjunctive space structures the
contemporaneous photomontages of Klee's Bau-
haus colleagues.

. Breton, "Artistic Genesis and Perspective of Sur-

realism” (see n. 51, above), p. 20,
Ibid., p. 21
“Auditive images, in fact, are inferior to visual
mages not anly in clarity but also in striciness, and
they are not destined to strengthen the idea of
human greatness. So may night continue to de-
scend upon the orchestra” André Breton, "Sur-
realism and Painting,” in Surrealism and Painting,
trans. Simon Watson Taylor (New York: Harper &
Row, lcon, 1972), p. 1.
The musical quality of this series also closely re-
lates it to the work of Klee. Mird acknowledged
the inspiration he received from music while creat
ing the Constellations, citing Bach and Mozart,
two composers of great importance to Klee. Inter-
view with Sweeney, 1948, p. 10 (see n. 65, above)
Philippe Soupault, in Grohmann, Paul Kfee (1929),
p.xxv: “Le secret de ['art de Klee deit rester long-
ternps encore notre secret”
Breton, “Second Manifesto of Surrealism,” in
Manifestoes (see n. 38, above), pp. 117-94. First
published in La Révolution Surréaliste (Paris), no
12 (December 15, 1929)
Une étoile plus que planete.”
Will Grohmann, "Paul Klee,” Cahiers d’Art (Paris),
3e année (1928), p. 296

For comment,
see Schiff, p. 136

For a facsimile of Klee's reply to Eluard, see L ‘Uni-
vers de Klee (Paris: Berggruen & Cie, 1955)
ichnis des Graph
ischen Werkes von Paul Klee {(Bern: Kornfeld und
Klipstein, 1963), no. 107.

"Je pense & |a chaleur gue tisse la parole / autour
de ce noyau le réve qu'on appelle nous.” Tristan
Tzara, L '"Homme approximatif (1931), reprinted in
Oeuvres completes, vol. 2, ed. Henri Behar (Paris
Flammarion, 1975), p. 82

For Bataille on Klee, see Cahiers d'Art (Paris),
20e-21e anneées (1945-46), p. 52, a special Klee
issue: "Klee, me semble-t-il, avait plutot la dou-
ceur d'un vice, quelgue chose de moins distant
que ne |'est généralement |a peinture, et que j'a
du mal a distinguer de moi-méme.”’

5. Dawn Ades, Dada and Surrealism Rewewed
(London: Arts Council of Great Britain, 1978),
p. 230
Documents (Paris), no. 5 (October 1929), pp
286-87. See ; imbour, "Paul Klee,"

pp. 53-54
02)

Klee, Diaries, p. 124, no. 425

"Conversation avec Picasso,” C srs o "Art (Paris),
10e annee, nos. 7—10 (1935), pp. 173-74. Re-
printed n Dore Ashton, Picasso on
(Harmondsworth, England: Penguin, 1972), pp
7—13. Henn Matisse, "On Modernism and Tradi-
tion," The Studio, vol. 9, no. 50 (May 1935), pp
236—39. Repr 1 in Jack Flam, Matisse on Art
(New York: Dutton, 1978), pp. 71-72. Max Ernst,
"Au-dela de la peinture,” Cahiers d’Art (Paris), 11e

Art

90. Leo Froebenius, essay in Prehistoric Rock Picti

s

93

95

96
97

98.

. Klee*

anneée, no. 6-7 (1936), pp. 149— 84. Reprinted in
Ernst, Beyond Painting.

. Hans Muhlestein, "Des Origines de |'art et de la

culture,” Cahiers d Art (Paris), 5e année (1930), pp.
57—-66, 139-45, 24749, 29599, 53736,

ires
{New York: The Museum of Modern Art, 1937),
p. 28

See Werckmeister's essay in this book for an inter-
pretation of Klees specific address of the political
situation at this time

own Ur-oxen (1939; p. 309) well may re
spond to Picasso’s minotaurs, as Glaesemer has
suggested in Paul Klee: Handzeichnungen I
(Bern: Kunstmuseum Bern, 1979), p. 45. Picasso
visited Klee in Bern in 1937, and as recounted by
Pierre Daix, "éprouvait une trés vive admiration
pour le seul peintre de son épogue qui, avec Mirg,
ait inventé un registre de signes plastiques autre
que le sien” Daix, La Vie de peintre de Pablo
Picasso (Paris: Editions du Seuil, 1977), p. 280.
Brassai, “Du mur des cavernes au mur d'usine,”
Minotaure (Paris), nos. 3-4 (December 14, 1833),
pp. 6-7. "Ce qu'on décele sous la transparence
cristalline de la spontanéité est icl une fonction
vivante, aussi Impéerieuse, aussi irraisonnee que la
respiration ou le sommeil”

"Blatt fur Blatt fallt zu Boden”; Lily Klee to Will
Grohmann, July 8, 1937, quoted in Glaesemer,
Handzeichnungen ll, p. 27.

Each phantom “eidola,” labeled in Greek, embod-
ies the essential form, or eidos, of the identity it
possessed while on earth

Klee, Pedagogical Sketchbook, p. 54

Glaesemer, Handzeichnungen I, p. 25

"No one sees me changing. Butwho sees me? lam
my own hiding place " Joé Bousguet, In La
Neige d'un autre age, quoted by Gaston Bach
elard, The Poetics of Space, trans. Maria Jolas
(Boston: Beacon, 1969), p. 88
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FROM
REVOLUTION

TO EXILE

O. K WERCKMEISTER

In the early stages of the modernist tradition, its
challenge to established culture was often
linked to the radical dissidence or even revolu-
tionary politics of Socialism and Anarchism. In
1968, Donald Drew Egbert compiled a dossier of
this early history in his book Social Radicalism
and the Arts in Western Europe; in 1973, T. J.
Clark, in The Absolute Bourgeois, evoked the
French revolution of 1848 as one of its pivotal
events; and in 1983, Hans Belting pinpointed
the resulting historical contradiction: “In early
dreams of unity, political and aesthetic avantgar-
dism were programmatically linked. In historical
practice, the conflict between . . . aesthetic and
political utopia, between artistic autonomy and
political anarchy, broke out, as the history of the
struggle regarding autonomous versus engaged
art can show."’

Paul Klee's career was not exempt from such
struggles. On April 12, 1919, then living in
Munich, Klee responded to an invitation from
the painter Fritz Schaefler to join the artists
advisory body of the second Réterrepublik, the
Council Republic of Bavaria:

The Action Committee of Revolutionary Artists may
completely dispose of my artistic abilities. [tis a matter
of course that | regard myself as belonging here, for
after all, several years before the war | was already
producing in the manner that 1s now to be placedon a
broader public base. My wark and my other artistic
capabilities and insights are at your disposal!

More than twenty years later, on July 11, 1939,
Klee, now living in exile in Switzerland and hav-
ing applied to its Federal government for cit
izenship,? made the following statement to the
Swiss authorities who reviewed his application
“The severance of my civil service contract at
Disseldorf [in 1933] took place because of the
German Revolution. Since | had nothing more to
expect from the German state, | felt free of any
ties to this state and entitled to a break of these
relations.?

In the years between these two statements,
the artist’s attitude toward the German govern-
ment had reversed itself, from cooperation to

recoil; in the process, his understanding of the
term “revolution,” used time and again by the
proponents of the modernist avant-garde,® had
reversed from left to right. In 1919, the left-
wing, nonparliamentary government of Bavaria,
soon to be ousted by military intervention,
seemed to offer political confirmation of the
original meaning of the term; in 1933, the right-
wing national government of Germany, fully le-
galized by a parliamentary majority, advanced
the term in order to claim mass support for its
swift dismantling of the democratic institutions
on which modernist art had come to depend.
Between these two dates, perhaps as early as
1924, the postwar revolutionary aspirations of
the workers' movement had abated everywhere
in Central and Western Europe. The reversal of
significance in Klee's use of the term revolution
was thus conditioned by historical reality, not by
any vacillations on his part. The original leftist
connotations of the term as used within the
modern tradition had been cast in doubt for
him, as for many other modern artists, by be-
wildering manipulations in the history of twen-
tieth-century political ideology.® To trace this
process through the crucial dates in Klee's career
from the record of his texts and pictures is the
purpose of the present essay. To integrate the
process into an assessment of the political his-
tory of early-twentieth-century Europe to which
Klee was subject as an artist remains a task for
the future

1905: THE FEBRUARY REVOLUTION IN
Russia

When Klee first used the term "revolutionary” in
his correspondence, he applied it to himself. On
December 9, 1902, he relayed to his fiancee Lily
Stumpf a report from his friend Hans Bloesch
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about scenes of poverty in Paris:

Bloesch shivers in Paris until the end of December,
where poor devils with empty stomachs are reported
1o have dropped on the streets because of the cald.
Probably your shows for the common people in the
Hoftheater only make sense at present if the room is
well heated. The rest is luxury and oceurs in no republic
where one thinks demacratically. | am not democratic,
only generally revolutionary.”

At the age of twenty-two, Klee voiced for the
first time a principled reflection on why art
ought to be justified to the common people, a
matter that was to worry him intermittently
throughout his career. In a democratic state, he
assumed, the disparity between the “luxury” of
art and the misery of the lower class would have
to be resolved. However, aware of the cultural
limits of his nonconformist convictions as an
artist, he claimed for himself the term "revolu-
tionary” rather than "democratic,” which is both
less radical and more precise. Nevertheless, even
in this early stage of Klee's career, while still an
artstudentin Munich, he sought to align himself
with the “revolutionary” self-designation of the
late-nineteenth-century modernist tradition,
years before he began to assimilate modernist
models into his art.

By 1905, when Klee had returned from a
study trip to Italy and was again living at his
parents home in Bern, his social life became tied
up with two people who were both more out-
spoken in their leftist leanings than he. With the
first, Lily Stumpf, his fiancée in faraway Munich,
he maintained an intense, all encompassing cor
respondence. She had deliberately emancipated
herself from an upper-middle-class code of val-
ues and had not only defied her father and
engaged in a secret premarital sexual rela-
tionship with Klee, but, more importantly, had
embarked on an intellectual, literary, and even
political self-reflection that has only become ap-
parent since Klee's letters to her were published
in 1979. Stung by her father’s blunt oppression,
she had gone so far as to espouse August Strind-
berg’s and Otto Weiningers critique of bour-
geois sexual morality,® and she was in touch with
Russian anarchists in Munich.? The second per-
son important to Klee upon his return to Bern
was Philipp Lotmar, father of Fritz Lotmar, one of
two high school classmates with whom Klee had
remained close, and whose house he frequently
visited, Philipp Lotmar was a law professor at the
University of Bern, a German Jew from Frankfurt
with decidedly democratic views. He was per-
sonally acquainted with the Russian Socialist Leo
Deutsch, who had been extradited from Ger
many at the initiative of Bismarck, and whose
published memoirs about his imprisonment in
Siberia Lotmar gave Klee to read.

As a result of these encounters, Klee de-
veloped what in 1919 he retrospectively called
(in an autobiographical digest of his diaries
known as the “Supplementary Manuscript”) “an
only very indirect interest in social and political
questions.”"” Klee became sympathetic to So-
cialism but remained skeptical of its prospects
for political success."" Despite his detachment
on these grounds, he was caught up in the
political debates of his friends. Their agitation

came to a head during the Russian revolution of
February 1905 and its bloody suppression by the
Czarist government; the news was greeted with
outrage in liberal circles throughout Western
Europe. Against such sentiments, Klee imme-
diately defined his own ironic distance from the
events, no matter how strongly he shared in
their condemnation

Last night at the Lotmars the talk was of Russia. Never
have | seen the old man so excated; all the while he
looked so magnificent that | have to be grateful to the
criminals. | would never be able to take sides so wildly;
It is mare like me to watch with a'silent smile, even if
everything were blowing up. In the end | too belong to
those people who die with a joke on their lips. '

In the following two weeks, Klee began to make
the etching Aged Phoenix (fig. 1), the next to
last in the cycle of Inventions he had been work-
ing on since 1903.' In a letter to Lily Stumpf of
February 19, 1905, he explained the project,
taking a pessimistic view of Socialism:'® "One
has to imagine, for example, a revolution has
just happened; they have burned inadequacy
[Unzuldnglichkeft], and it reemerges, rejuve-
nated, from its own ashes. That is my belief"'¢
He does not say that a revolution has failed;
rather that it has succeeded, but to no avail,
since the prerevolutionary state of inadequacy
rises like the Phoenix from its ashes. The revolu-
tion had not just succeeded in Russia, however,
and thus Klee did not picture the Phoenix of
inadequacy as "rejuvenated.”” Instead, when he
reported a month later to his fiancée that he had
completed the etching, he had reversed himself
to depict an "aged” Phoenix before rather than
after the transition. He projected the full explan-
atory title for the etching in his letter: “Aged
Phoenix as a symbol of the inadequacy of things
human (including the highest ones) in critical
times.""” And he commented: "The viewing of
the image explains the epithet ‘aged’ to mean
extremely decrepit and close to the end.
Here it is meant to have a funny effect, as a silent
punch line '8

What is the “funny effect”? It must have to do
with the Phoenix not looking “decrepit” at all.
Here is a nude female figure with a bird’s head,
an iconographical descendant of the Siren, the
ancient mythological hybrid of woman and bird.
Poised upright, her human body is tense, mus
cular, and sturdy, not wrinkled or sagging, but it
is organically distorted, to the point of showing
only one breast, with arms and legs thinning out
at the extremities. If there is weakness, it con-
sists in her inability to move any further. She has
lost one foot and must sustain herself by holding
onto a long staff. It is therefore nat the figure's
human nature that shows signs of advanced
age, but her nature as a bird. Almost all of her
feathers have fallen off; a few small ones persist
here and there, but anly the long feathers at the
extremities suggest that her arms formerly were
wings and that her buttocks ended in a tail. The
symbolic bird of resurrection has lost her feath-
ers so as to reveal the ridiculously familiar fernale
personification of Revolution depicted in count
less images of the nineteenth century. Klee ap
pears to have taken for his model Théophile
Steinlen’s May 1871 (fig. 2), a lithograph origi-

Fig. 1. Paul Klee (1879-1940). Aged Phoenix (Greiser
Phoenix), 1905 / 36, Etching, 1034 x 7%sin. (26.3 x
19.2 cm). The Museum of Modern Art. New York,
Purchase Fund




Fig. 2. Théophile-Alexandre Steinlen (1859-1923)

1871, 1894. Color lithograph, 9% ¥iin. (24

cm). Published in Le Chambard socialiste
May 26, 1894
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nally pu Hlsuemnt » Chambard socialiste of Ma
26, 1894, he matched the bent-back postur
of the woman, who holds on to the banner for
support, a single breast exposed. In both, the
female personification of Revolution faces im-
mediate death. Steinlen had based his political
llegory on an earlier oil painting, Louise Michel
on the Barricades (ca. 1885),°" depicting a his-
toricevent: Louise Michel facing the guns on the
barricade in the defeated upris ng of the Paris
Commune in Montmartre on March 18, 1871.
Klees etching appears to be a mordant car-
icature of this heroic image of the dying female
revolutionary, His figure bares '"rm just her
breast, but her whale body is bared, and the
breast is revealed as the only one she 'mt‘. Atthe
top of her staff, in studied similarity to her own
head, is the skull of a dead phoenix, hence a
phoenix who has failed to resurrect. This aged
Phoenix parades the severed head of her pre-
decessor as a trophy that belies the myth
which she still believes, all the more ridiculous as
she holds out for her own rejuvenation. The
grotesque figure which cannot move personifies

revolution aborted, and brandishes the proof
ﬂ“at revaolutions cannot succeed. This must have
been the “funny effect” Klee had in mind

Less than four months after completing this
satirical statement of political resignation, Klee
made his first trip to Paris. As he combined artis-
tic sightseeing tours with forays into low-class
powldr quarters, just as he had done in Naples
four years earlier,?? he was ever mindful of the
discrepancy between the high culture he was
seeking out and the squalor of social mequ.,.ﬁv
and poverty that had already then drawn his
attention. The experience once again evoked for
him the term revolution
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Anather time we came in the eg

Les Halles saw prosti 5 skippin

men, one could think of LI e rococo. Ye

the workers were sleep /s, partly sitting up-
right, recalling the reve \|L t ion . You get the impres

Klee seems to have reenacted and recounted his
s Bloesch's Paris visit of 1902. His

reading of H
visual memory, as commitied to the written re-
flections of his letter, encapsulates his tenacious
if resigned awareness of the class limitations m‘
his art. This awareness must have prompted th
term revolution to have been evoked by the
sight of the sleeping workers on the ground
Negatively tied to the image of their helpless
inertia, it is duly counterbalanced by the sense of
maoral frustration on the artist’s part.

1913: THE EXPRESSIONIST
COUNTERCULTURE

No testimony known today would suggest that
between 1906 and 1919 Klee continued to re-
flect on hi s early “interest in social and political
guestions” When he joined the modernist
movement in 1911, it still held enough cultural
nonconformism to get drawn into exasperating
controversies conducted in openly political lan-
guage in the public sphere of the press, books,
pamphlets, and debates. Indeed, it is in this
public sphere that the modernist movement was
termed radical and revolutionary, no matter how
remote it was from its late-nineteenth-century
political radicalism or how confined it had be
come to mere cultural opposition

In Germany, the revolutionary self-designa-
tion of dissident culture continued to be ad-
vanced in ever more indiscriminate, potentially
Anarchist terms. Thus, in the short-lived literary
journal Revolution, wh:ch appeared in Munich
n 1913, the writer Erich Mihsam could declare:
Revolution arises whenever a state of affairs has be-
this state of affairs may be stabiliz
in the political or social conditions of a country, i

an
intellectual or religious culture, or in the characteristics

tion and elevation are identical in the revolu-
tion. All dortr ictive pleasure 1s a creative pleasure
(Bakunin).?

By 1911, the political debate in Germany
about modern art was no longer waged solely in
terms of a potentially radical social critique, but
in terms of nationalism and internationalism, as
an ideological projection of global economic
policy. The latter debate became |'ra”ricu|mlv ve-
hement in the wake of the Agadir Crisis, with
the two sides squaring off against one another
in the publications A Protest of German Artists
and In the Struggle for Art. In the same year, an
anonymous author published a pamphlet en-
titled Sick German Art.?® As Theda Shapiro has
noted, he

likened the modern movement
him, of the caricaturists
as the Expressionists) to a vast re
which aimed to destroy tradition, whose guard
Academy, was in the hands of the upper classes, and
to replace it with rampant individualism. It was, he
said, "an irruption of the unruly masses, the f

consisting, for
icissimus as well
elow

an, the

from the depths, into the aristocratic realm of Art. A
revolution which, perhaps, in its own realm is scarcely
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DER STURM

Fig. 3. Title page of Der Sturm (Berlin), December 1913,
illustrating Klee's Belligerent Tribe, 1913

inferior to the French one of 1789 in force” "Art is for
all, for the People, for the Proletariat!” the new
culture-dictators would proclaim. And he described
a grisly prospect: “The millions from below grasp
the scepter; with laughter and scorn they destroy
everything that might recall former subordination
and slavery"2

Klee referred to these debates in his drawing
Belligerent Tribe (p. 131) of 1913, which was
published on the cover of the Expressionist jour-
nal Der Sturm in December of the same year (fig
3). With ironic aggressiveness, the drawing rep-
resents the modernist ideal of what Klee himself
had called, in his January 1912 review of the first
Blaue Reiter exhibition, “primordial origins of
art,” comprising the art of children, primitives,
and the insane.?” In Belligerent Tribe, a tightly
packed throng of savages, drawn in the childlike
scheme of the diagonal cross, seems to move
frontally out of the depth of the space. Com-
posed of large and small figures, as if to dis
tinguish between adults and children, the work
portrays not just a throng of warriors, but, as the
title says, an entire tribe. The appearance of the
group is further varied by perspectival increases
in the size of the figures from left to right, sug-
gesting a rising and accelerating lateral move-
ment in addition to the forward thrust. Several
of the figures brandish their spears with agita-
tion. Even their simplified faces, perceived as
primitive masks, seem to grimace menacingly.

The drawing seems to derive from a caricature
by Thomas Theodor Heine in Simplicissimus (fig.
4), a satirical journal that had impressed Klee at
the beginning of his career.?® On the title page of
the issue of April 19, 1904,%° Heine had equated
the military suppression of the Herero uprisings
in the German colonies of South-West Africa
with repressive domestic policies in Germany
itself, In a utopian reversal, he pictured the spec-
ter of Blacks from Africa bringing freedom to
Germany under the title "African Danger” The
caption reads: “It is high time that the govern
ment take forceful action against the Hereros,

B, Jubrgsny Mmmer 1

SIMPLICISSIMUS

e T FMlustrierte Wochenecheih [E—

Die afritaulie Ghejabr

Fig. 4. Title pag implicissimus (Murnich), April 19,
1904, illustrating Thomas Theodor Heine's African
Danger

otherwise the black beasts willend up coming to
Germany and abolish slavery among us."*® Fol-
lowing a leader who brandishes a red flag, a
throng of Blacks armed with spears and shields
advances over a huge viaduct into a building
that is a composite of factory halls and prison
cells. The outnumbered police try in vain to
block them—and at the same time to keep a
mass of white prisoners behind an already un-
hinged prison gate. The victorious Blacks below
lead the liberated white prisoners, their social
diversity clearly suggested by their attire, in a
triumphal procession.

In this satirical exchange of savagery and free:
dom, slavery and civilization, the group in the
foreground is based on the late-nineteenth-
century Socialist iconography of consolidated
masses marching frontally out of the picture
toward the wviewer, as in Steinlen’s cover
lithograph for the sheet music of the Interna-
tionale (fig. 5).°>' Heine has inserted this motif
into a larger illustrative context, hence reducing
its scale and deflecting it onto an angle.
Steinlen’s frontal scheme, which concentrates
only on the group, makes a point of loosening
up the common forward march by staggering
the ranks and individualizing the figures’ move-
ments, as if to emphasize the spontaneity of the
masses in banding together on their own. This
feature distinguishes the scheme from similar
frontal depictions of uniformed scldiers advanc-
ing in rank and file, as in Adolph von Menzel's
illustrations for Friedrich Kugler's History of
Frederick the Great (fig. 6),** which Klee may
well have known, since he acknowledged hav
ing been “influenced” by Menzel's illustrations
as early as 1903.%2 That Klee should have varied
the composition and the movements of his
throng indicates that he adopted not the uni-
form but the spontaneous forward march, not
the militaristic but the Socialist iconagraphy. The
lateral deflection of the scheme appears in an-
other political lithograph by Steinlen, entitled
The First of May (fig. 7) and published in Le
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Fig. 5. Théophile-Alexandre Steinlen. Title
page, sheet music of L'Internationale, 1895
Lithograph, 11 x 7% in. {28 x 18.3 cm). The
Brooklyn Museum, New York, Gift of Paul
Prouté

Fig. 6. Adolph von Menze| (1815-1905), Prussian Grenadiers March with Weapons in
Arms. Published in F Kugler’s Histary of Frederick the Great (Leipzig, 1840)
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Fig. 7. Theophile-Alexandre Steinlen. The First of May, 1894. Color lithograph, 157% x 24%
in. {(40.2 x 62.4 cm). Published in Le Chambard socialiste (Paris), April 28, 1894

Fig. 8. Paul Klee. Children as Actors (Kinder als Schauspieler), 1913
pencl on Japan paper, mounted on cardboard, 2%

Kunstmuseum Bern, Paul Klee Stiftung

Chambard socialiste of April 28, 1894. Here an
immense throng of workers, differently dressed
to show its international composition, is carrying
tools as weapons in a march to battle ** Al-
though it cannot be proved that Klee based his
drawing on this particular lithograph, the anal
ogy suggests itself, owing to the brandished
weapons and the combination of lateral and
frontal movements. If he did use it, he has sub-

101, Pen and ink,
% 6% in. (6,6 % 16.5 cm)

jected Steinlen’s Socialist iconography to a sim-
llar caricaturistic derision as in Aged Phoenix of
1905 (fig. 1). The comical exaggeration of the
masses expressive drive blunts both the original
aggressiveness and the political resolve inherent
in the iconography. The lineup of manikins
drawn in the diagonal-cross scheme is a multi-
plication of that in his contemporary drawing
Children as Actors (fig. 8). These drawings taken
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together fuse the notions of primitivism, child-
likeness, and anticultural aggression common to
the avant-garde

With his childlike image of attacking savages,

Klee turned the original significance of the prim-
itives as symbols of political liberation into a
statement in the prewar art controversies in Ger-
many. Drawing their heat from political ide
ologies to which the various factions in the art
market appealed, these controversies came to a
head in 1911 with the publication of Carl Vin-
nens A Protest of German Artists. In an essay
written in the fall of 1911 and published in the
Blaue Reiter in early 1912, Franz Marc had char-
acterized the modernist painters as "The Sav-
ages of Germany,” defiantly appropriating the
term fauves, advanced against Matisse and his
followers in France a few years earlier:
In our epoch of the great struggle for the new art, we
are fighting as “savages,” albeit not organized ones,
againstan old, organized power. The struggle appears
uneven; but in things spiritual, it is not the numbers
that prevail but the strength of the ideas. The dreaded
weapons of the "savages” are their new thoughts;
they kill better than steel and break what was counted
as unbreakable.*

Marc’s revolutionary rhetoric, with its Gedanken
(“thoughts”) prevailing over weapaons, is that of
the German bourgeois revolution of 1848 rather
than the Socialist International, but his image of
the savages on the attack against entrenched
culture is like that of Klee's drawing. However
Klee's statement about the aggressive claims of
the avant-garde is not dead serious, as is Marc’s
text, but appropriately self-ironical. It was
printed on the cover of Herwarth Walden's jour-
nal of art and literature Der Sturm (Berlin) in
early December 1913, This was the first work of
Klee's published in that journal and his first con-
spicuous publication anywhere 3% Walden prob-
ably intended the drawing as a defiant response
to the storm of press debates provoked by his
Erster deutscher Herbstsalon ("First German Au-
tumn Salon”), Berlin, of September 20 to De-
cember 1, 1913. In the October issue of Der
Sturm, he had reprinted a provocative collection
of quotations from the press that documented
and in turn fueled the debate about the exhibi-
tion. Strident examples of hostile and supportive
criticisms were squared off against one another
in two opposing columns of text. After Kan-
dinsky, ever the prime target of press attacks,
Klee was singled out in two comments alter-
nately acclaiming and ridiculing the perceived
childlike quality of his pictures.*” The cultural
confrontation was summed up by the following
statements:

Deutsche Tageszeitung:

But here the untalented are lined up in rank and file
Volkszeitung:

These "Youngsters” are no revelutionaries; most of
them are mature and detached, although pretty ec-
centric.3

The vague, defensive evocation of the term rev-
olutionary suggests the political limits of this
debate. Klee's drawing for the cover of Der
Sturm must have seemed an apt pictorial com-
ment on charges such as this, at once confirm-
ing and refuting them by overstated irony in

typically Expressionist defiance. Yet for all its
implicit Socialist iconography;, the picture carries
no political significance. Walden, always keen
on contesting the faintest threat of censorship
to sexual and artistic freedom, was no advocate
of political engagement at that time. He pro-
moted with increasing success an Expressionist
counterculture apt to accommodate Klee's non
conformity in just the artistic terms to which
Klee himself had wanted to confine it all along.
Six months later, Klee had completely intro-
verted the debative thrust of modern art into a
thematic and formal principle of a dynamic but
resolved agitation. In the spring or summer of
1914, shortly after his return from Tunisia, he
entered a categorical statement in his diary that,
if the transcription of 1921 is faithful to the
original, excluded the idea of revolution from
this principle:
surely | know very well that good must exist in the
first place, and yet cannot live without evil. Hence |
would in every particular instance order the weight-
relationships of both parts to a certain degree where
they become bearable. Revolution | would not toler

ate, but would certainly make one myself at the appro-
priate time.?®

Klee’s polarized sense of ethical balance appar
ently did not admit of any upset beyond his own
control. His hypothetical claim to reserve to the
artist the prerogative of waging revolution is an
extreme of the term’s crypto-political usage in
the tradition of the avant-garde.

1919: THE MUNICH REVOLUTION

At the end of World War |, Klee was faced for the
first time with the raw political reality of a revo-
lution at home. His brief but dramatic involve-
ment with the failed German Revolution of
1918—19 marks the high point of his political
commitment to the idea.*® Within the span of
seven months, from early November 1918 to
June 1919, Klee experienced in rapid succession
fear, hesitation, enthusiastic acceptance, disillu-
sion, recoil, and resignation, acting out the am-
bivalence of the modern artist torn between the
ideclogy of progressive culture and the revolu-
tionary politics of mass movements.*!

In a letter to his wife and in his instant tran-
scription of it in his diary, he commented on the
imminent outbreak of the revolution. Writing
while he was still serving as a soldier on the
airfield of Gersthofen, he stressed his fear of
revolution as an upset to the “ethical” principles
of order and balance, which he had come to
regard as fundamental for his art. He hoped that
in the imminent transition to a postwar society
there would be maintained a sense of "dignity”
This in turn required that “the pecple will not act
but will be an instrument. If they take matters in
their own hands, ordinary things happen, blood
flows, and lawsuits are brought. This would be
trivial."#2 When Klee recorded the letter in his
diary,* he exchanged the vague term “the peo-
ple” for the more radical “the masses,” and con-
sequently stated even more anxiously his moral
and political prescription: “But when the masses
become active, what then? Then very ordinary




V. “Berlin dagegen

: zehnfachung seiner
Burger,” 1919 d ink on paper, mounted on
cardboard, 11 < 8% in. (28,9 x 22 cm). Kunst-
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Fig. 10. Paul Klee. Cosmic Revolutionary
Revolutiondr), 1918 [ 181. Pen on paper, 9
(25 % 22 cm). Private collection, New York

things will happen, blood will flow
still; there will be lawsuits! How trivial

However, Klee quickly discovered that the Ex-
pressionist counterculture in which he partici-
pated was being adjusted to the rhetoric of
revolutionary change. During the last days of his
military service at Gersthofen, or immediately
after his provisional discharge, he was commis-
sioned to illustrate a text whose subject was
revolution: Curt Corrinth's Potsdamer Platz, a
literary grotesque about a young man from the
provinces who brings sexual liberation to the
prostitutes of Berlin—from sexuality as paid
work to sexuality as enjoyment of life, The
Leipzig art historian and critic Eckart von Sydow,
who seems to have played a role in this commis
sion, wrote a preface for the special edition,
where he identified the very essence of Klee’s

and, worse

A4

drawings with the idea of revolution: "These
drawings of Paul Klee's are full of a revolutionary
paradox,” he started his text. And he concluded
) the life-giving
revolution! Here’s to life-giving erotic
According to Corrinth's and von Sydow’s facile
equation of revolution and sexual license, Klee
was suddenly styled a revolutionary artist.

The sixth of Klee's Potsdamer Platz drawings
(1919; fig. 9), entitled "Yet Berlin, our citadel,
recorded an abrupt decupling of her citizens,”
illustrates how the city attracts the prostitute
population from capitals all over the world. Klee
adapted it from another drawing with no refer-
ence to the text but with the explicit title Cosmic
Revolutionary (1918; fig. 10).%® Here the familiar
ingredients of Klee's fairy-tale landscapes of
1917 and 1918 appear stirred up within a space
where the location of ships, fish, birds, and stars
has become indiscriminate. All are oriented to-
ward a huge solid shape vaguely suggestive of a
human profile. Klee meticulously copied the
drawing for his illustration of Corrinth’s story,’
straightening out the solid shape into the image
of a towering city labeled “Berlin,” toward
which numerous arrows suggestive of popula-
tion movements are concentrically converging.
Below, a little train taken from George Grosz's
Berlin cityscapes of 1917 races across an added
bridge, carrying wagonloads of prostitutes
toward the city

When Klee drew these illustrations, he may
still have seen the revolution as no more than a
theme for a literary grotesque suitable for adap-
tation to his own grotesgue imagery. Yet once he
had returned to Munich around Christmas 1918
and resumed his activity as Corresponding Sec-
retary of the New Munich Secession, he was
bound to notice that the revolutionary prospects
of his art were much farther-reaching, and po-
tentially more serious, than this. In the succeed-
ing four months, he found the art policies of the
three successive Council governments of Ba-
varia increasingly favorable to the cause of mod-
ernism. The second government even récog-
nized as an advisory body the leftist Action
Committee of Revolutionary Artists, in which
Expressionist painters under the leadership of
Hans Richter had come together. On April 12,
1919, Klee was formally invited to join this com-
mittee. Shedding the political hesitations he had
expressed in the preceding months, he accepted
enthusiastically, as his letter to Fritz Schaefler
testifies. At a meeting of the Committee held in
the Landtag on April 22, the same that adopted
a motion by Hans Richter "to co-opt Klee into
the Action Committee,” an extreme program
was proposed: major state-owned art monu
ments and collections in Munich were to be sold
abroad and the proceeds were to go for social
care®® Although the record does not show
Klee's reaction to this proposal, it would have
squared with his long-standing if intermittent
concern about the disparity between art as a
luxury and the poverty of the lower class, as he
had voiced it in his very first seli-designation as
“revolutionary,” on December 9, 1902

The plans of the Committee came to nothing,

with the exclamation: “Here’s

nce a few days later the Council government
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Fig. 11. Paul Klee. Absorption (Versunkenheit), 1919 [ 75, Pencil on nc
(27 x 19.5 cm). Norton Simon Museum, Pasadena, California, Galka Scheyer Blue Four €

was ousted through the occupation of Munich
by the Freikorps troops. It was during this time,
between May 1 and June 19, 1919, that Klee
made the large-scale, meticulous drawing Ab-
sorption (Versunkenheit; fig. 11), which has tra-
ditionally been understood as a self-portrait.
With its firmly closed eyes and missing ears, it
seems suggestive of Klee's long-standing claim
to an introspective withdrawal from the world
or even to the mystic closeness to God that he
had voiced in his diaries as early as 1907, Now,
during the days of street fighting and mass ex-
ecutions in Munich, he pictured his introspec
tion with an expression so extreme that it bor
ders on self-mocking caricature.?®

On June 10, 1919, on the eve of his departure
for Switzerland, where he was going to escape
possible prosecution from the military au-

aard, 105% x 73in

lepaper, mounted on |

thorities, Klee wrote a much-discussed letter to
painter Alfred Kubin. He undertook a systematic
reckoning with the short-lived political illusion
he had shared. He couched his political judg-
ment in familiar idealist terms: "It was a real
tragedy, a shattering collapse of a movement
that was fundamentally ethical, but unable to
stay clean of crimes, since in its overeagerness it
set off wrong."””' Yet once again he reflected
upon the discrepancy between the high culture
to which his art belonged and the social con-
cerns expressed in his letters of 1902 and 1905
"However ephemeral this communist republic
appeared from the very beginning, it never
theless offered an opportunity for an assess
ment of the subjective possibilities to exist in
such a community. Of course a pointedly
ndividualistic art is not suitable for appreciation




by all; it is a capitalist luxury”"*? And he restated
in his letter to Kubin what he had written to Lily
Stumpf seventeen years earlier: “The rest is lux-
ury and occurs in no republic where one thinks
democratically"=?

As noted above, Klee's concerns had been
targeted for a radical resolution by the Action
Committee of Revolutionary Artists of April 22,
which, after co-opting him, demanded the sale
of art works in order to obtain funds for social
care. How would Klee have voted on that mo-
tion?

1920—21: AFTER THE REVOLUTION

With the exception of one drawing of 1930,
there seems to be no further mention of the
term revolution in the subsequent record of
Klee's career, which took off rapidly in the new
democratic culture of the Weimar Republic and
was state-approved through his appointment to
the Bauhaus in October 1920. Concurrently,
when in 1919—-21 he prepared a revised literary
version of his diary,”” he omitted the earlier men-
tions of the term. His December 9, 1902, de-
scription of himself as "generally revolutionary”
may never have been entered in the diary at all;
however he definitely changed the passages of
February and June 1905 referring to the etching
Aged Phoenix and his night excursion to Les
Halles in Paris, recasting them in a nonrevolu-
tionary sense, if his letters to Lily Stumpf can be
taken as coming close to the original wording of
his diaries.

In reevaluating the Aged Phoenix, Klee now
compared his etching with Ovid's literary version
of the myth, where the transition from death by
fire to new life is replaced by organic self-re-
generation; "Although Ovid does not fit [the
etching], some nice things are to be read there
about this bird (Metamorphoses XV 3931f.). | pre
fer that he not be forcefully burned; in this |
agree with Ovid."*® Klee's new, nonviolent and
nonrevolutionary interpretation of his etching,
no longer referring to the image of death on the
barricades on which he had originally based it,
culminated in a nonhistorical, perpetual
“rhythm of inadequacy,” tragical and comical at
once.” The historical critique of revolution of
fifteen years earlier was turned into a cyclical
myth of resigned rejuvenation without change.

As to his impression of Les Halles, Klee re-
wrote it as a merely picturesque tableau of dep-
rivation: “The atmosphere of rotting fish, dust,
tears, work, the horse on the ground, rope-
skipping cocottes. The sleepers on the
wall"*® The "sleepers on the wall” are no longer
identified as workers and no longer recall the
revolution, as they had in Klee's original passage
in the letter of 1905. His explicit moral brooding
over the impaossibility of help has dissolved into
an "atmosphere” where “tears’ and “work”
poetically blend with the smell of rotten fish

These changes coincide with Klee's appoint-
ment to the Bauhaus, where Walter Gropius
turned the program of the Arbeitsrat fur Kunst
(Working Council for Art) into that of a state
institution, moving from revolutionary uto-

pianism to social practicality.® It was Gropiuss
premise that the freedom of artistic work be
guaranteed by the administrative autonomy of
art institutions, which were not to be account-
able to political control, As long as he belonged
to the faculty, Klee was a firm supporter of that
premise. In fact his resignation from the
Bauhaus faculty in 1930 may have had to do
with being tired of the incessant political de-
bates that continued to be waged about the
school®™ and that, particularly after Hannes
Meyer's replacement as director by Ludwig Mies
van der Rohe, were being carried into the school
itself. By taking an appointment as a professor at
the Dusseldorf Academy, a traditional state in-
stitution, Klee may have hoped to remave him-
self even further from the politicization of mod-
ern art in Germany, remaining oblivious to the
political liabilities of its controversial installation
as the official visual culture of the Weimar Re-
public. However, less than two years later, he
found himself confronted with a much more
violent political realignment of art than had oc-
curred in 1919. And once again, the key ide-
ological term he had to deal with was
revolution.

1933: THE DismiISSAL AND EMIGRATION

When Hitlers coalition government was ap-
pointed to office on January 30, 1933, Kleg, like
the majority of Germans, apparently refused to
believe that the National Socialists would go
through with the extremist policies they had
announced during the years of their ascendancy
in the Weimar Republic.5" He remained aloof
from those artists and intellectuals who imme-
diately attempted to resist National Socialism in
the name of freedom and democracy.®? The
democratic plurality obtained by the National
Socialist party in the two elections of 1932 only
confirmed his disdain for the common people,
which must have hardened after many years of
popular hostility to modern art. Thus, on the
night of January 30, 1933, he wrote to his wife:
“That the whole can ever be helped | do not
believe any more. The people are too ill suited
for reality, stupid in this respect."®*

Klee's assessment of the political situation of
January 1933 recalls his fears of and contempt
for the masses poised for revolution in late Oc-
tober 1918, The failure of Munich’s revolutionary
government, to which he had briefly committed
himself in April 1919, must have contributed to
his assessment. And his complaint, “The people
don't support us,” in his speech at Jena of Janu-
ary 26, 1924, coming as it did after years of
rightist political attacks on the Bauhaus at
Weimar, suggests that even the attempt to de-
velop a visual culture of democracy there had
not brought him, as a modern artist, any closer
to “the people” and their concerns.

Yet Klee's detachment from politics, sustained
by now through years of resignation, seems to
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have prompted him, for a short while at least, to
doubt that art would actually be completely sub-
sumed under the imminent political changes of
1933, in spite of instantaneous and continuing
indications to the contrary. On February 1, two
days after the installation of the new govern-
ment, the National Socialist newspaper Die Rote
Erde carried a full-page racist broadside against
the Dusseldorf Academy under the headline “Art
Swamp in Western Germany’ It blasted the
school as a haven for Jewish artists, staffed at
the bidding of Klee's Jewish dealer Alfred
Flechtheim, whose deliberate campaign for the
Jewish corruption of German art had culmi-
nated in Klee's appointment:

And then the great Klee makes his entrance, already
famous as a teacher of the Bauhaus at Dessau. He tells
everyone that he has pure Arabic blood, butis a typical
Galician Jew. He paints ever more madly, he bluffs and
bewilders, his students are gaping with wide-open
eyes and mouths, a new, unheard-of art makes its
entrance in the Rhineland.

The article concluded with the categorical de-
mand to “eradicate” the whole “system.” On the
same day a National Socialist official replaced
the Academy director.®® Still, ten days later Klee
did not let the first rumors about possible per-
sonnel changes in the faculty worry him.%® He
was attempting to assess the situation by some
comparative historical studies of his own: “l am
reading (in Mommsen) about Caesar, after hav-
ing read about Hannibal, and at the same time ||
am reading] Stendhal's Napoleon. Have to be a
little while in the company of these kinds of
geniuses. Pleasing to note that there are still
other formats besides Hitler"®’

As Klee was pondering with admiration the

lives of the great dictators of the past, and found
to his relief that Hitler did not measure up to
them, he may still have thought, as many Ger-
mans did, that the National Socialist govern-
ment was not going to last. By the end of March,
party officials had searched his home in Des-
sau;® yet on April 3, Klee still hoped that he
would be able to accommodate himself to the
new authorities:
It was possible for me to speak with Junghanns [the
new director] quite openly. It is of course my turn to be
suspended; but he still has some hopes, through giv
ing me a different assignment in the curriculum, with-
out impairing my freedom of teaching. | am qguite
calm; after having been through worse things, | am
preparing myself from the outset for the most nega-
tive turn of events and can hence wait and see.®

Even at the most critical juncture of his career as
a public official, Klee was rationalizing the im-
pending political showdown into a transitory

although polarized time frame—"he still has
some hapes” versus “| am preparing myself . . .
for the most negative turn of events'—with
Klee's cherished “calm” as a desperate, passive,
fleeting synthesis, subject to it and see.”

It was in this state of mind that Klee brooded,
in a letter of April 6 to his wife in Dessau, over
the indignity of documenting his Aryan descent
to the authorities. Hoping he would not be re
quired to do so, he vowed not to undertake
anything on his own in this regard: “I'd rather
take adversity upon me than represent the tragi-
comical figure of one who curries favor with
those in power 7@

Yet a few days later, he solicited legal docu-
mentation of his grandparents’ “religious affilia-
tion” at the places where they had lived.” This
was more than a mere formality. His National
Socialist opponents from the Kampfbund fir
deutsche Kultur (Fighting League for German
Culture) had turned a detail of his biography,
that his mother's ancestry was possibly rooted in
North Africa, into a charge of Semitic origins
Hence the sentence in the Rote Erde of February
1: “He tells everyone that he has pure Arabic
blood, but is a typical Galician Jlew.” Later in the
year, Robert Bottcher, in his book Kunst und
Kunsterziehung im neuen Reich, made clear its
source: "There is the Bauhaus professor of many
years, Paul Klee, who, as the Jew Hausenstein
writes in his book Kairuan, has Saracenic blood
in his veins.”’2

Indeed Hausenstein, although by no means
Jewish, had in his influential monograph of
1921, interpreted Klee's trip to Tunisia of April
1914 as a profoundly meaningful return of the
artist to his biological origins.”? Klee had submit-
ted to Hausenstein an autobiographical digest
of his diaries, and Hausenstein had taken his cue
from what Klee had written there about the
possible Oriental ancestry of his mother: “Is half
Swiss. (Basel) The other part of her descendance
has not been completely clarified, it may be
Oriental via Southern France."’*

Hausenstein had thus popularized Klee's hy-
pothetical mixed origin as a symbol of the unre-
solved cultural discrepancy between Europe and
the Orient. Twelve years later, this speculation
came to haunt the artist. No doubt in fear of yet
another house search, he applied his scissors to
the word “Oriental,” cutting it from the original
text of his autobiographical digest of his diaries
(fig. 12).7% Tragicomically, Klee's "ancestry card”
only reached him by mail in Switzerland in June
1935, a year and a half after his emigration.”

The Prussian Ministry of Culture had not
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Fig. 12. Paul Klee. Supplementary Manuscript, 1919, with word cut out. Kunstmuseum Bern, Paul Klee Stiftung




was passed, which permitted the Ministry to
make a clean sweep of the country’s museums
and academies, discharging the leading repre-
sentatives of modern art regardless of their
race.”7 On April 21 Klee was suspended, and
sometime in the fall he was dismissed.” In an
article entitled “Toppling Art Idols,” published in
the Deutsche Kultur-Wacht, the National So-
cialist art writer Robert Scholz perceived Klee's
dismissal, along with that of two other artists, as
"such an important step on the way toward the
liberation of German art after its fourteen-year
long gagging by elements of alien blood” that in
a long, programmatic diatribe against modern
art, he singled out Klee as an extreme case: "And
that one could once regard Paul Klee as a great
artist, will be, for future generations, one of the
clearest examples of the complete decline of the
individualist art epoch.””®

By October 22, Klee's wife had begun to raise
he possibility of leaving Dusseldorf, in part be
cause Klee, now unemployed, could no longer
afford the house he had just rented, but pre-
sumably also because of worries that he would
expose himself too much if he stayed on in the
city, even as a private citizen. He still thought it
possible to withdraw to the countryside in order
to continue working.®® However, his business
connections in Germany were no longer viable
His general sales contract with Flechtheim in
Berlin, who had represented him since 1925,®
could not be renewed. In this situation, Klee
acted with dispatch. On October 21, 1933, he
traveled to Paris, where on Octcober 24 he
signed, with Flechtheim’s consent, a new gen-
eral contract with the dealer Daniel-Henry
Kahnweiler,® Only sometime after his return on
October 27 did he finally decide to emigrate,
and on December 23 he and his wife went into
exile
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Fig. 13. Paul Klee. Impondérable, 1933
cardbo:

rd, 18V2 x 24% in. (47.1 % 62.5 cm). Kunstmuseum Be

s paper, mounted on

THE HisTorIC DRAWINGS OF 1933

On January 31, 1933, Klee wrote to Will
Grohmann

The year 1¢ with new d
of unabas
fore na

ngs made up
 straight lines, Am | there
inny sentiment, or do the

it because | am feeling mare of a

sunny sentimen

sblem for more s d art historians [than you|
) uestion how much

Yet it is no
happiness can re
Something else: Our Hitler!8

The "drawings made up of unabashed, sup-
posedly straight lines’ are listed under the first
fifty or so numbers of Klee’s oeuvre catalogue
for that 4

r® They are followed by ano

series of a completely different form: no straight
lines, no abstraction, but comparatively realistic,
figurative scenes, full of curvilinear volume and
movement, made up of dense, small, and varied
pencil strokes. This second group of drawings
must be those Klee mentions in the same Janu-
ary 30 letter to his wife where he comments on
the change of government (see n. 63). During
se days, Klee's political self-reflections appar-

ently entered such an acute phase that he imme-
diately began to act them out in his work, After

his account of political events, he wrote of a
sudden, impulsive start of work on these new
drawings
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Fig. 14. Paul Klee. So to Speak (Sozusagen), 1933 (L 9)
cardboard, 19% = 243 in. (486 x 61.9 cm). Kuns

With these observations, then, | am sending this report
to press® and am adding, for your eyes only, the event,
of no concern to the public, that in recent days | was
caught up in a mild drawing frenzy. However, in today's
world, this is such a private matter, it will, if things
continue in this way . . . take a long time until one day
it will be noticed as [part of| cultural history and art
nistory. Then perhaps no one will be able to say any
mare, without looking it up in the dictionary, who the
great Hitler actually was.

This last train of thought belongs in the realm of the
semblance of reaction artists sometimes cultivate in
order, by posthumaous leaps, to have been here already
in the future 8

The suggested chronological distinction is his-
torically crucial. The words “the year 1933 has
started” in his letter to Grohmann refer to the
early days of January. The words “in recent days”
in his letter to Lily Klee refer to the last days of
that month, that is to say, the days of the termi-
nal government crisis of the Weimar Republic.
Klee's concluding sentence in the second letter,
that the artistic attitude belongs in the "realm of
the semblance of reaction,” is one of the most
trenchant testimonies of his political self-reflec-
tion as an artist, no doubt sharpened by the
recollection of his own intermittent, tentative,
and disappointed political concerns since 1905.
By projecting into the historical perspective of
eternity the modern artists imaginary triumph
over the dictator who had just come to power,
Klee retracts such a triumph into the hypo-
thetical. His impulsive, or compulsive, work on
the drawings makes his reaction a real one—yet
It is at the same time only one of "semblance,”
bound to remain private or even secret, since
under the incipient dictatorship it can no longer
be aimed at any public, Klee thus circumscribed
the confines of pictorial reflection and self-ex
pression to which he was to remain subject as an
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1 violet watercolor on Ingres paper, mounted on

museum Bern, Paul Klee Stiftung

artist in exile, although he was still far from
envisaging the need to emigrate. He elaborated
on the term “reacting” in a further account of
the compulsive drawing period on February 5,
1933, when he wrote to his wife:

Since my return from Venice | haven't worked as in the
two [last] weeks. . . . The banishing of all skepticism
from this process has succeeded once again, On this
occasion, many things are being released which were
about to become dead weight. There are several
drawings that expressly deal with the shedding of
dead weight, rather reactive things, yet no longer at al
of the earlier, drastically reactive kind, but even so they
are sublimated, or refined. Impondérable [fig. 13] and
5o to Speak [fig. 14] are probably the main examples of

this 87

In surveying the "two weeks' from approx-
imately January 20 to the date of the letter, it
seems that Klee was bent on clarifying the rela
tionship between the “happiness” of which he
wrote to Grohmann and the unspecified feel-
ings of the “drawing frenzy” of which he wrote
his wife: “shedding of dead weight,” “reactive
things,” and “skepticism,” on the one hand, and
“successful banishment,” “sublime,” and “re
fined” on the other.® The two abstract drawings
Klee singled out as examples of the latter cate-
gory both deal with the script of uncertainty: ®®
the question mark doubting a manifest balance,
the quotation marks encasing point and comma
of a figure of speech. Sublimation and refine
ment are thematically associated with sus-
pended judgment.

In spite of the decidedly private character of
this enterprise, five or six months later, after his
suspension from the Academy, Klee felt com
pelled to show a collection of his drawings from
the first half of 1933 to at least a few confidants.
The Swiss sculptor Alexander Zschokke, Klee’s
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farmer colleague at the Dusseldorf Academy,
has related in a memoir how In the late summer
or fall of 1933 Klee paid him a visit in his house
on the outskirts of Dusseldorf, together with
Walter Kaesbach, the dismissed director of the
Academy. "Klee appeared with a large portfolio
and notified us that he had drawn the National
Socialist Revolution”®' The excitement with
which his former colleagues read these draw-
ngs as subversive denunciations of the new re-
gime has puzzled later readers. Even Zschokke
admitted that the first drawings Klee pulled
from his portfolio— "after what one had suf-
fered and experienced in the reality of the [1933]
German revolution—radiated something funny
and seemed by no means to correspond to the
serious situation the artist himself was in.” These
were the abstract drawings from early January,*
but none of the drawings Klee could have in-
cluded, most of which must have been repre
sentational, refers overtly to National Socialist
themes, in either Imagery or title.”? To be sure,
after having endured a house search at Dessau
as early as March, Klee could not possibly have
risked compiling a series of antigovernment car
icatures. Moreover, in view of his uncertain
hopes for accommodation during the spring
and summer of 1933, one cannot expect him to
have made a politically uneguivocal statement,
even one obscured by the modernist sophis
tication of his imagery. Finally, after spending
twenty-five years of his career steering his art
away from visual actuality, Klee was scarcely
about to engage in overt historical commentary.
What, then, was the sense of Klee’s claim
"that he had drawn the National Socialist Revo-
ution"? It is not the imagery of politics but the
political definition of art itself that is at issue
here. For Klee, who in earlier times of politica
change had linked his modernist posture with
his revolutionary sympathies, the drastic re-
orientation of cultural policy affecting the arts
under the new government, which had come to
power in the name of the masses, could not
leave him indifferent as an artist, no matter how
aloof he would remain as a citizen. All the mor
so since the word revolution, which he appar-
ently chose for his pictorial comment on the
National Socialist regime, was the key term, dur
ing the spring and early summer of 1933, over
which that regime was waging political debates
about a possible tolerance of modern art

1933: THE PoumicaL DEBATES ABOUT
MODERN ART

On April 11, the day the police raided the
Bauhaus in Berlin for Communist materials and
temporarily closed it, the student body submit-
ted a memorandum to the Kampfbund fir
deutsche Kultur in which it was stated

The students of the Bauhaus are well aware of the new
situation created by the national revolution No
doubt only the future will tell in which direction artistic
creation in the new Germany will turn lo cooper-
ate in this task is.. . . the duty of every German artist,

of every art school and every student. 94

Their concluding en-bloc application for admis-

sion to the Kampfbund was not acted upon, for
a few days later the faculty decided to dissolve
the Bauhaus. The students’ initiative was part of
the effort, in the spring of 1933, of a number of
writers and artists to ingratiate modern art with
the new authorities. At the same time Alfred
Rosenberg, the chief party spokesman on mat-
ters of culture, was attempting to position the
Kampfbund as the agency to assume direction
of National Socialist art policies. In the ensuing
debates, the term revolution was claimed and
contested by both sides. Some modern artists
and their defenders used it to affirm a kinship of
their art with the new direction in politics. Thus,
Bruno E. Werner, in his article “The Rise of Art,”
which appeared in the national newspaper
Deutsche Allgemeine Zeitung of May 12, 1933,
declared “that indeed the new art was the pi-
oneer of the national revolution,” and that the
leading modern artists, Klee among them,
"were consciously or unconsciously the bearers
of the national revolution” And he concluded

Clarification will now take place, and there are suffi
cient grounds to assume that the leading men of the
new Germany know which tasks the total state has to
solve here: that is, to impart to art something of its
revolutionary fervor; to put it in touch

munity of people and to take the
ties and of the art-collecting upper bour

If Klee read the national paper, which is more
han likely, Werner's plea may have recalled to
him, almost line for line, his own failed revolu-
tionary aspirations as he had voiced them four-
teen years earlier in his letter to Kubin. Werner's
statement reads like a desperate attempt to tack
the claims of an antibourgeois cultural critique,
whereby modernism had been launched origi-
nally, onto a totalitarian mass movement, with
disingenuous disregard for the political contra-
dictions Involved

Rosenberg rebutted the promodernist argu-
ments hinging on the term revolution in several
speeches and articles, drawing a firm line be-
tween modernist claims and the significance of
the term for the National Socialist movement. In
two lead articles for the Vélkische Beobachterin
July—entitled, respectively, “Revolution in the
Visual Arts"®® and "Revolution as Such!"—
Rosenberg launched programmatic attacks
against Expressionism on the basis of his own
understanding of the term. On July 15, he pre
sided over a public rally of the Kampfbund on
the subject of revolution in art, and he con-
demned Expressionism.?’ By this time, he was
able to refer to Hitler's two speeches of July 1 and
6, in which the new chancellor declared the
National Socialist revolution accomplished. And
on July 14, atyet another rally of the Kampfbund
in Berlin, Rosenberg delivered a speech on the
theme "Revolution in the Fine Arts?"%® Finally, in
an even more programmatic article entitled
“The Coming Style,” published in the Volkische
Beobachter of the same day, Rosenberg singled
out Bauhaus art in an attack on those who were
arguing for toleration of modern art in the new
state under the catchword revolution. He
wrote
emained lewish and otherwise
resists the new Germany, paternalistically praises

The press, which ha
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the “revolutionary will to culture of national socialist
youth.” Itis characteristic that the "revolutionaries”
in the realm of architecture are almost all adherents of

the former Dessau Bauhaus It is precisely the
parallelism between exalted painting and dreariest
architecture which shows that the origins of feeling
with the [so-called| revolutionaries is phony in and of
itself.?®

Hitler himself adopted Rosenberg’s uncom-
promising antimodernist posture almost word
for word in his own speech about cultural policy
at the Party rally at Nuremberg two months
later.'™ Finally, the term revolution was institu-
tionalized in the National Socialist art admin-
istration when Joseph Goebbels, in his speech at
the festive inauguration of the Reich’s Chamber
of Culture on November 16, 1933, in Berlin,
"emphatically underlined the revolutionary
character which is at the base of this fundamen-
tal reordering of all work in culture."'?!

It is clear, then, that in the months between
April and July 1933, Klee was able to observe in
the press and in the art world the speedy for-
mulation of National Socialist art policies that
established the new government’s intransi-
gently antimodernist posture. This process had
by no means been widely foreseen, even at the
moment when the new government took office
on January 30, 1933. The showdown between
the cultural authorities of the party and the rep-
resentatives of modern art was centered on the
term revolution, which both sides were using
with different meanings and intentions. It hap-
pened to have been a key term in Klee's own
political self-reflection as a modern artist from
the beginning of his career.

KLEE'S HiSTORIC THEMES OF 1933

To coordinate the chronology of art-political
events in Germany during the year 1933 with
the making, over the course of several months,
of more than two hundred “historic” drawings
by Klee would be an important task. It involves
the problem of the chronological sequence and
accuracy with which Klee entered his works into
his oeuvre catalogue each year It also involves
the changes in his political consciousness in the
course of these dramatic months, which, after
all, carried him from the expectation of accom-
modating himself to the authorities as a teacher
at the Academy to the diminished hopes of at
least being tolerated as a free artist, and, finally,
to the decision to emigrate, all within the span
of a few months, from April to October. And
furthermore Klee had already started the series
during the government crisis of late January,
before Hitler had come to power. These ques-
tions of historical chronology cannot yet be re-
solved. All that can be attempted at this stage is
to discern within the entire body of drawings
pictorial statements about the course or fate of
modern art under the rapidly unfolding dic
tatorship.

It is precisely by deviating from established
modern forms that these drawings are signifi-
cant. Klee suddenly abandoned the various
modes of stylization he had pursued thus far and
drew a host of themes in a straightforwardly

illustrative manner. Several of the drawings actu-
ally address the challenge to "abstract” or "Ex-
pressionist” art in the name of the unequivocal
realism the new regime was putting forth. A few
days before he emigrated, Klee was still uncer
tain about the course German art would take
under the new state, for on December 8, 1933,
he wrote to Alois Schardt, the former director-
designate of the Nationalgalerie in Berlin and
one of the unsuccessful proponents of Expres-
sionism as a suitable art for the National So-
cialists: "l ask: what will the German Art spon-
sored by the state look like?"'"? Indeed, it took
the new German art administration until 1937 to
achieve a unified policy, but its hostility to mod-
ernartand insistence on realism were clear from
the beginning. In a partly mimetic, partly satiric,
partly argumentative way, Klee put the newly
propagated realism to the test, confronting it
with forms and themes of his own modernist
tradition. In retrospect, it also appears as if he
were methodically laying the groundwork for
the style of corporeal figuration he eventually
adopted in 1937, when his confrontation with
National Socialist art politics was no longer di-
rect, yet all the more painful than in 1933.

House Revolution (1933 / 94), the only draw-
ing of 1933 bearing the word revolution in its
title, cannot be located at the present time; ™3
hence the inquiry cannot begin at the most ab-
vious point, In fact House Revolution was the
only work whose title contained the term until
the panel painting Revolution of the Viaduct of
1937, after which the word does not recur in
Klee's oeuvre. However, it is possible to single
out a group of drawings in which the renewed
debate between traditional and modern art ap-
pears to be at issue. In The Work of Art (fig. 15),
two men are standing before a giant sculpture
of a horse on a pedestal. The smaller man, a
spectator with his hands in his coat pocket,
looks up at the horse. The taller one, nude, talks
down to him. The spectator is caught in the
middle between the horse and the nude man,
both moving toward him, but he appears to
remain unconvinced. Faced with the reassertion
of traditional art, to which this drawing seems to
refer, Klee recalled the most antitraditional stage
in his career, the years 1912 and 1913, when he
transformed his figure style into expressive ab-
straction. In 1913 he had adapted from children’s
drawings the diagonal cross for the extreme
schematization of figures into manikins (fig.
8)."% Now he juxtaposed such a figure with a
realistic counterpart in the drawing Exercises at
the Cross (fig. 16), referring both to the artist's
comparative exercise of drawing two types of
figures in a diagonal-cross scheme and a gym-
nastic competition between the figures them-
selves.

A huge nude Atlas figure in a realistic style
reminiscent of Leonardo or Durer is immo-
bilized, legs spread apart, bearing a horizontal
weight, perhaps a pediment, above him. His
smaller, surely weaker counterpart, with the di-
agonal cross abstractly superimposed upon his
body, freely bobs in the air, out of touch with
both ground and roof The drawing seems to
present an inconclusive alternative between
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Fig. 15. Paul Klee. The Work of Art (Das Kunstwerk),
1933 ¢ 154 (5 14). Pencil on paper, 34 * 7%in. (24 x
20 cm). Private collection, Switzerland
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Fig. 16. Paul Klee. Exercises at the Cross (Ubungen am
Kreuz), 1933 / 108 (Qu 8). Pencil on paper, 74 x 8V
in. (18.5 x 21 cm). Private collection, Switzerland

Fig. 17, Paul Klee, Dialogue about the Concept X
(Zweigesprach uber den Begriff X), 1933 / 324 (B 4)
Pencil on paper, 7V& % 12% in. (18 = 32 cm). Private
collection, Switzerland




Fig. 18. Paul Klee. Stiff Already! (Schon Steif!),
1933/ 139 (R 19). Pencil on paper, 6% x 8% in. (15.8
® 21 cm). Private collection, Switzerland

functionless expressive form and subordinated,
conventional form. Its composition follows
Klee's long-established mode of thinking in
polar opposites, and he may have conceived of
the drawing as striking yet another “balance” In
Dialogue about the Concept X (fig. 17), the de-
bating sense of such visual thinking is made
explicit. Two stylistically different figures, not
quite so mutually exclusive as those in Exercises
at the Cross, engage in a dialogue about the
underlying scheme of abstraction, the unknown
guantity “X." The figure on the left, confarming
to that very scheme, moves its legs and arms
freely in expressive exciternent; the one on the
right remains unaffected, defensively closing it-
self off and crossing its legs in ironic discomfort.
In Stiff Already! (fig. 18) there occurs another
such polar altercation. Here the simplified man-
ikin of a child’s drawing is tossed back and forth
in a game between a little girl and an aged man.
As the man catches it in his huge, grabbing
hands, the figure becomes lifeless, though it still
raises its arm stumps and opens its eyes wide in a
last, frozen gesture of excitement. The drawing
appears to be a succinct allegory of the impasse
in which Klee had found himself since 1930,
when his concept of childlike art and the ideals
of untamed natural immediacy associated with
it (dating from before World War ) had been
called into question because they conflicted
with the concept of a "professional” control of
elementary forms.'®® All these satirical show-
downs between abstract and realistic form ap-
pear to be focused on alternatives of artistic
expression.

Sometime later in the year, Klee made the
“concept X" the theme of a major painting with
the confrontational title Struck from the List (fig.
19). In 1908, he had discarded an attempt to
paint a watercolor self-portrait by penning two
diagonals across the face (fig. 20). In the paint-
ing of 1933, the crossing-out itself becomes the
central motif of a finished picture. As a sign, the
crossed diagonals relate to the title of the paint-

Fig. 19. Paul Klee. Struck from the List (Von der
Liste gestrichen), 1933 / 424 (G 4). Oil color on

transparent waxed paper, 9% x 82 in. (24 x 215
cm). Private collection, Switzerland

ing and thus to Klee’s dismissal from the Dus-
seldorf Academy or, more figuratively, to his de-
letion from the list of German artists acceptable
to the government. However, the pictorial state-
ment is not as one-sided as this. The diagonal
cross is solidly integrated into the multifaceted
pattern of the face made up from overlapping
planes, a face pattern of which Klee produced
several examplesin 1933 and 1934. More specif-
ically, with its earth colors ranging from gray to
ocher, the picture appears to be a schoolbook
exercise in Cubist portraiture. Within it, the con-
cept X becomes the hallmark, or stigma, of
modernism, all the more pressing since “X" de-
notes, as an algebraicsign, an unresolved equa-
tion. As was his habit, Klee deployed his pictorial
thought in polar opposition. From the viewpoint
of content, the crossing-out is a brutal, defacing
slash, and the expression of the face may be
perceived as sad; from the viewpoint of form,
the crossing-out provides a solid structure, and
the expression of the face appears defiant. The
underlying idea of a convergence between face
and picture, or of “the face of the picture,” had
long been essential for Klee's pictorial form in-
struction.'®®

It is probably not by chance that the firmly
closed eyes of the face in Struck from the List
recall the self-portrait Absorption (fig. 11) Klee
had drawn in May 1919 when the Munich revo-
lution was being crushed. The constrained phys-
iognomic expression suggested by the straight
horizontal lines is exacerbated by the tightly
closed lips, curved downward as if in enforced or
resigned silence. Both motifs recur in Sees It
Coming (fig. 21), another of the historic draw-
ings. Waving off whatever it is with no recogniz-
able gesture of his amorphous hands, the man
in this drawing of 1933 turns away as in Struck
from the List, his eyes and mouth likewise firmly
closed. However, in contrast to the reckless self-
assurance of the published self-portrait Absorp-
tion, this clandestine depiction of an anony-
mous man turning away from historical reality
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Fig. 20. Paul Klee Self-Portrait [reverse of Asternam
Fenster, 1908 / 68]. Private collection, Switzerland
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no lenger points to any “spiritual” alternative.
The closed eyes denote the opposite of what the
title says, in a seemingly deliberate counterpoint
that can only have been meant to be bitterly
satirical.

What did Klee himself “see coming” through-
out the year 19337 The historical record sug
gests that his attitude was indecisive, that he
was swept along and into exile by the tide of
events. In a letter to Grohmann of December 3,
1933, less than three weeks before his emigra-
tion, Klee reflected on "how much has hap-
pened in the negative realm for both of us.
Could that be of any consolation to you? | don't
know. After all, even now one can still discern
nothing definitive, since the new has just
started. Perhaps a year from now?"'%” The gen
eralities in which Klee expressed himself com-
pound the uncertainty of his perspective on the
future. There is no word on the political circum-
stances of the “negative realm.” The closed eyes
are an accurate metaphor for such an attitude,
The minimal certainty they assert, the only one
self-reflection can provide, is stated by way of
deliberate paradox. Thus in the drawing whose
title proclaims Target Recognized (fig. 22), the
man to whom the target is being pointed out
likewise has his eyes closed. He points his
weapon in the direction indicated by the man
towering over him from behind. He is not aim-
ing, since he cannot recognize the target by
himself. The peinting man who orders him to fire
blindly is actually raising his arm in the Hitler
salute, For the man with the weapon to close his
eyes to such a gesture may signify either blind
obedience or refusal. The drawing is suggestive
of the political indecisiveness with which Klee
was facing the end of his career in Germany.

1937: KLEE IN THE EXHIBITION
DEGENERATE ART

In the summer of 1937, Klee's prominence as an
artist condemned by the National Socialist gov-
ernment was confirmed for all to see. On July
26, the First Great German Art Exhibition
opened in Munich, to be followed a day later by
the exhibition Degenerate Art (Entartete Kunst).
This counterpointed, double presentation sig-
naled the enforced triumph of a new, officially
sanctioned German art over the modernist art
sponsored by the Weimar Republic, and the Na-
tional Socialist suppression of the latter was
braught to a conclusion. A year later, Hitler, ad-
dressing the jubilee session of the Reich’s Cham-
ber of Art on July 9, 1938, in Munich, charac-
terized the situation: “So at that time | reached
the decision to draw a firm line and to give
German art the only possible task: to compel it
to stick to the path that the National Socialist
revolution had assigned to the new life of Ger-
many."'%® By the enforcement of this policy, the
two alternative concepts of art polarized the

consciousness of European culture, resulting in
a political confrontation. As a decree by Her-
mann Goring of August 3, 1937, initiated the
comprehensive confiscation of modern art
works in all public collections of Germany, the
international modernist art world began to
launch express challenges to Fascism.

During the Weimar Republic, modernist art
had by and large ascended to cultural su
premacy, but it did so at the price of exacerbat-
ing art-political controversies. Still, when in 1933
the National Socialist government swiftly sub-
jected modernist work to political suppression,
many German modern artists were taken by
surprise, as they had not conceived of their work
as political in nature. It was only in 1937, when
the government presented the exhibition De-
generate Art, a definitive survey of its political
charges against what it called “art bolshevism,”
that even modern artists in exile were unable to
ignore the political confrontation into which
they had been forced, particularly since some of
the most salient political connotations ascribed
to modern art works in the exhibition could not
be denied.

The political program of the exhibition was
summarized in the official brochure:

What does the exhibition "Degenerate Art” want? , .,

It wants to expose the common root of political
anarchy and cuftural anarchy, and to unmask the de
generation of art as art bolshevism in the full sense of
the word.

It wants to clarify the ideclogical, political, racial,
and moral goals and purposes pursued by the driving
forces of disintegration. 2

The program’s anti-Communist emphasis tied in
with the confrontation course of German for-
eign policy vis-a-vis the Soviet Union at that
time.

In the exhibition Degenerate Art, Klee was
represented by seventeen works: five paintings,
nine watercolors, and three prints.”® The extent
of his previous official acceptance was revealed
when the ensuing confiscations of modern art in
German public collections and museums un-
earthed no less than 102 of his works. In the
topical arrangement of the show, his works
were classified under the categories “confusion”
and “insanity” The painting Swamp Legend was
hung on a wall devoted to Dadaism.'" Party
officials must have read its title as an involuntary
confession by the painter that he indeed came
from the "art swamp,” that his art belonged to
what they denounced as “swamp culture” In the
official guidebook (fig. 23), Klee's lithograph The
Saint of the Inner Light was juxtaposed with a
picture by a schizophrenic patient and accom-
panied by this comment:

Two “Saints”!|

The upper one is called The Saint of the Inner Light
and is by Pau/ Klee,

The lower one is by a schizophrenic from an asylum,
That this Saint Magdalen with a Child still appears
more hurmanlike than the contraption by Paul Klee,
which claimed to be taken quite seriously, is very
telling."?

With such associations, Klee was held to the
ambivalent analogy between modern art and
insanity that, since the late nineteenth century,
had been both a conventional reproach of anti-
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Fig. 21. Paul Klee. Sees It Coming (Sieht es kommen),
1933 / 387 (E 7). Pencil on paper, 163 % 11% in. (41.5
*% 29.5 cm). Private collection, Switzerland
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Fig. 22. Paul Klee. Target Recognized (Ziel erkannt),
1933 / 350. Pencil on paper, mounted on cardboard,
9% x 10%&1in. (24.4 x 27.5 cm), Kunstmuseum Bern,
Paul Klee Stiftung
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Fig. 23. Page from Degenerate Art (Entartete Kunst)
exhibition brochure, Munich, 1937. Top, Klee’s Saint of
the Inner Light

modernist critics and a modernist ideal of
cultural renewal. Klee himself had subscribed to
its modernist usage in his review for the Swiss
magazine Die Alpen of the double exhibition of
the Neue Kunstlervereinigung Mtnchen and its
offshoot, the Blaue Reiter, held at the Thann-
hauser gallery, Munich, in December 1911: “For
there are still primordial origins of art, as you
would rather find them in the ethnographic mu-
seum or at home in the nursery. . . . Parallel
phenomena are the drawings of the insane, and
thus madness is no appropriate invective
lagainst the ‘new aspirations’] either'3

Thus, in presenting Klee’s picture in the ex-

hibition guide, the National Socialists were not

gratuitously attacking his artistic position. The
picture was reproduced next to a quotation
from Wieland Herzfelde’s article “Ethics of In-
sanity,” restating the modernist acclamation of
insanity as a call to freedom: “The crazy talk of
the possessed is a higher world wisdom because
itis human. . . . Why haven't we won as yet this
insight into the world of the free will?""% The
article had appeared in Die Aktion in April 1914.
At the outbreak of World War I, this journal,
edited by the left-wing writer Franz Pfemfert,
had taken a resolute, albeit muffled, antiwar
stand. Faced with the threat of censorship,
Pfemfert had chosen to express his political op-
position by the seemingly detached editorial
policy of steadily reproducing works of modern
art, particularly from enemy countries, thus
making them the medium for a silent reasser-
tion of his internationalist and pacifist convic-
tions. Herzfelde had been even more deliberate
Not content with the limitations of modernist
cultural opposition, in 1918 he became first a
member of the Dadaist protest movement and
then of the Communist party. Klee, for his part,
had participated in Dada exhibitions since 1917.
Thus, the political context in which his picture
was placed by the National Socialist art officials
was quite accurate. They were purposefully
harking back to the political radicalization of
modern art in World War | and its aftermath,
conveniently ignoring the fact that after the
consolidation of the Weimar Republic around
1924, many modern artists, Klee among them,
had largely abandoned their initial radicalism to
the extent that they came to be integrated into
Weimar culture. It was Weimar culture as a
whole that was now being held to the revolu-
tionary political rhetoric of its beginnings.

MODERN ART TURNS ANTI-FASCIST

It is not known what news Klee received in Bern
about the Munich exhibitions of 1937, and if
any, how he reacted; "' but the exhibitions coin-
cide with a time of renewed, intensive working
effort in spite of his frail health. Lily Klee’s first
report of the sudden resurgence of Klee’s pro-
ductivity after his partial recovery from his se-
vere illness, a resurgence that was to last until
May 1940, almost the very end, is addressed to
Will Grohmann and is dated July 8, 1937

|[Klee] has once again one of his completely strong
creative epochs. A “drawing period” also occurs. At
night he sits at his desk till eleven o'clock, and one

sheet after another drops to the floor just as in old
times. And yet he is still not completely cured, is con-
stantly being checked by the doctor. . . . He is reading
[lgnazio] Silone, Fontamara.’™®

To determine the various concerns that
prompted Klee's precipitous, determined start
of a new and lasting “period” in his art, and that
gave it the form it took, would be a complex
task. That he was reading the most celebrated
anti-Fascist novel of the day, written by a promi-
nent writer who had espoused the Popular
Front, cannot be without significance. In any
event, Klee was launching his new work into a
modernist art scene aroused at last by the politi-
cal events that had affected him. Reacting to the
public suppression of modern art by the German
government, international critics who sup-
ported modern art began to voice increasingly
outspoken attacks on National Socialist art pol-
icies. The spectacular exhibition Degenerate Art
drew most of their attention away from the
concurrent, steadier, and therefore less dramatic
suppression of modern art in the Soviet Union.
The ensuing political one-sidedness of their re-
sponse suited the Popular Front policies of nu-
merous German left-wing intellectuals and art-
ists, who from their exile in France and England
took the lead in reasserting the cause of modern
German culture against Hitler.

The new anti-Fascist thrust of modern art was
promoted by Christian Zervos, editor of the
French art journal Cahiers d"Art, which featured
the artists of the School of Paris, as well as Klee
and other foreign artists represented by Kahn-
weiler. In the last issue of 1936 and the first of
1937, which came out in March or April, before
the exhibitions in Munich opened, Zervos had
denounced the suppression of modern art in
Germany in an article entitled “Reflections on
the Third Reich’s Effort at a Directed Aesthet-
ics.”"” Contrary to what this title might have led
one to expect, the article offered no polemical
account of National Socialist art but a defense of
the modernist tradition against what Zervos per-
ceived to be the fundamental charges raised
against it by the German art administration. He
countered by maintaining that whatever is artis-
tic or poetic was not to be measured by social
and political concerns, at least for the present
time. He exalted modern artists over the non-
artistic public as initiates whose individual imag-
inations could not as a matter of principle be
judged by social and political criteria. Negative,
destructive qualities prevailed in this concept of
the avant-garde. Zervos claimed the artist’s pre-
rogative was to take nothing for granted, to
challenge all values, to leave all certainty behind,
to move to ever newer, uncharted territories.
These claims amounted in effect to a subversive
ideal, proffered with a remarkable uncertainty
about the contribution of modern art to con-
temporary culture, compared to the assurance
of the earlier modern tradition, where artists
such as Kandinsky, Marinetti, and Malevich, on
the printed pages of their categoric texts, had
laid claim to a new vision of the world, to the
inauguration of a new age. For Zervos, on the
cantrary, every artistic advance since Cubism
entailed doubt and risk. He championed a chal-
lenge of the modernist destructive mentality
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Fig. 24. Paul Klee, Revolution of the Viaduct (Revolution des Viaduktes), 1937 / 153

(R 13). Qil on canvas, 23% x 19% in. (60 x 50 cm). Kunsthalle, Hamburg, West

Germany

against a host of conservative calls for a recon-
solidation of values.

The most sensitive political test of this posture
was its relationship to the concerns of what
Zervos called “the masses.” To do justice to these
concerns had been the decisive political argu-
ment of both the German and the Soviet total-
itarian regimes. Hitler had claimed at the Party
rally in September 1933 that now for the first
time the people could determine the course of
the art produced for them, and since 1932 the
guided debates of the Soviet art administration
had focused on the achievement of an art de-
manded by the proletariat itself. Zervos had
come to accept at face value the National So-
clalist doctrine that the art it promoted was
suited for the masses.''® As a result, his article
abounded in partly vengeful, partly melancholy
dismissals of the people, whom he resolutely
excluded from the values modern art had to
offer The separation itself was, of course, a
notion of the avant-garde, but its resigned ac-
ceptance by the editor of the leading Paris art
journal of the day confirmed a general retreat of
the modernist tradition from the expansive self-
confidence with which it had been launched. It
was a far cry from earlier expectations that one
day abstract art would become an art for every-
one, that its immediacy of artistic expression
would ensure its eventual embrace by the major-
ity. Between 1917 and 1919, that expectation
had been politically fleshed out in the concept of
revolutionary art, particularly in the Soviet
Union,

In Zervoss vindication of modern art, such
ideals were foregone. And yet, in a utopian
projection of avantgardist leadership, he desper-
ately maintained a revolutionary perspective:
And we pose the question: shouldn't one constantly
fire up the masses, ceaselessly imbue them with the
idea of the revolution, an idea which teaches one to be
free of fear, which reenforces the spiritual and social
structures, which opens the eyes and sharpens the
minds on the path toward the unknown? . . . This is
how we conceive of the revolution and how we find
relevancy in it.m®
In Zervoss argument, the term revolution,
drained of all political meaning, was assigned to
the few in order to be dispensed to the masses,
tacked onto the unspecified claims of the artist
to be the guide on an expedition into the un
known. In the next two issues, the editor of
Cahiers d’Art presented to his readers the mili-
tantly anti-Fascist attitude of Picasso, the recog-
nized leader of modern painting. The whole
summer issue was devoted to Picassos Guer-
nica, which had just been put on view in the
Spanish Pavilion of the Paris World's Fair in order
to decry the German bombing of the Basque
town. Zervos poetically evoked Picasso's work-
Ing process on the painting as a spontaneous
outburst, an existential political act, a
voodoolike, magical attack on Franco.'?® The
lone artist was charged with providing the his
toric counterweight to the political disasters
caused by masses and dictators alike. If Klee
read the issue, he may have been reminded of
his own, more tentative reaction to Hitler's as
cendancy, in his letter to Will Grohmann of Janu-




Fig. 25. Paul Klee. Arches of the Bridge Break Ranks
(Viaducts Break Ranks) (Briickenbogen treten aus der
Reihe), 1937 { 111 (P 11}, Charcoal on clath, mounted
on paper, 163 x 16% in. (42.6 % 42 cm). The Solo-
mon R. Guggenheim Museum, New York
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Fig. 26. Carl Theodar Protzen. Bridge in the Holledau.
Exhibited 1940. Whereabouts unknown

Fig. 27. Albert Speer (1905-1981). Model for stadium
at Nuremburg, Germany, 1936-37

ary 31, 1933."*' There he had projected the his-
toric relevancy of his drawings for a distant
future when Hitler would be long forgotten;
now Zervos presented Picasso as engaged in a
similar contest, but one of instant actuality, and
with the claim to victory, not just survival

A posture such as this made it possible for
many modern artists to reassert themselves in
anti-Fascist terms without transgressing the
confines of their habitually nonactivist, non-
political culture. Klee, who had been featured in
the Cahiers d’Art several times in earlier years,'??
and who was well-informed about the Paris ex-
hibitions of 1937,'%% joined this movement to
some extent, adopting the large-formed,
crypto-mythic figurations advanced by artists
such as Jacques Lipchitz, Andre Masson, Max
Ernst, Yves Tanguy, Joan Miré, and Henry
Moore. With these artists, he participated in that
new, ambivalent pictorial culture of modernism,
full of a dark fascination with destiny, which
historically coincided with the demise of democ-
racy in Europe, the Great Depression, and the
rise of Fascism culminating in the Spanish Civil
War. It was not the point of this visual culture to
devise a modernist political imagery in response
to the totalitarian ones advanced by the govern-
ments of Germany, ltaly, and the Soviet Union,
particularly at the Paris World's Fair in the sum
mer of 1937. But occasionally during this year,
some artists did come forth with political coun-
terimages for modernism: Lipchitz produced
Prometheus; Ernst, The Angel of the Home; and
Marc Chagall, Revolution. Klee, ever intent on
keeping abreast of the modernist movement, '#4
made his contribution with the painting Revolu-
tion of the Viaduct.

RevVoOLUTION OF THE VIADUCT

Klee’s most protractedly elaborated picture of
1937 is Revolution of the Viaduct (fig. 24). It is
the last version in a sequence of no less than five
on a theme that must have been of particular
concern to him.'?” Yet, even though it is the
definitive version, it was never exhibited during
Klee’s lifetime.™ ¢ Its political significance has
been recognized by a succession of later com
mentators, who have invariably based their in-
terpretations on the assumption that the via-
duct’s breakup by the individual arches going
their own way has a negative meaning, and that
they suggest menacing, totalitarian mass move-
ments.'?” These commentators show a dis-
regard for the political thoughts Klee himself
might have intended to express at this particular
moment, based on the history of the term revo
lution as he himself had reflected upon it over
the years.

The composition is predicated on the contrast
between the viaduct's horizontal pathway in a
state of breakup, thereby rendering the in-
tended horizontal movement impassible, and
the vertically emphasized depth perspective, in
which the severed individual arches, seen at vari-
ous points in space, march forward from the
back of the picture toward the viewer. An earlier
version is called Arches of the Bridge Break
Ranks (fig. 25). Both titles articulate the dissolu

tion of the architecture in anthropemorphic as
well as political terms. “Break Ranks® (“treten
aus der Reihe") is an uneguivocally military ex-
pression that likens the firm structure of the
bridge to a formation of soldiers. The meaning
of the term "revolution” is politically both more
obvious and more uncertain, given the ide-
ological vacillations to which it was being sub-
jected at this point in Klee's career. For the same
reason, the term is all the more conspicuous, as
this is its only recurrence in Klee's oeuvre cata-
logue after the lost drawing House Revolution of
1933. And since the picture is the result of care-
fully advanced variations, it suggests that Klee
was giving a serious review to his lifelong con-
cern with the political idea of revolution.

The two last versions recall the neo-Roman
arches and viaducts of the new National Socialist
architecture, particularly in the bridges of the
widely publicized highway building program
(fig. 26),'%® so demonstrably aimed at an
“organic” monumentalization of the German
landscape. In Albert Speer’s 193637 design for
the German stadium at Nuremberg (fig. 27),'**
which was meant to hold 400,000 spectators,
the series of steep arches in the exterior wall
expresses the underlying ideology. The en-
closure of these arches was to bring together
the mass public in one embracing form; the
coarse surface of the arches, made up of square,
rough-hewn natural stones, suggests the indi-
vidual handiwork of innumerable masons. Both
Klee's pictures can be seen as formal reversals of
this kind of architecture, so expressive of the
National Socialist ideology of a homogeneous
people’s community.

The effect may be caricaturistic, but the for-
mal procedure Klee applied to it drew on a
serious, central tenet of what he had come to
call "pictorial architecture” In an undated addi-
tion to his Pictorial Form Instruction of 1921-22,
in the chapter “Subjective Theory of Space: The
Migrating Viewpoint,” he had drawn a funda-
mental aesthetic distinction between architec-
ture and painting. This distinction derived from
his concept of a dynamic viewing of the picture,
whereby the eye is assumed to move along the
painted surface and to continually change the
perspectival vantage point, as opposed to the
static buildup of architecture in corporeal space.

