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INTRODUCTION : TIHE NATURE OF MAN AND ART IN NORTHERN EUROPE

Time has revealed twe distinct tondencies in the history
of thought and art in Buyrope., That &e#@impm@nt in Buropean
eculture’ vhich bogan in Ancient Greece is marked by a positive
confidonce in the relationship of man to his world., Parallel
with, but in opposition to this dovelopmont is a separato
progression in culturs. The conbtinuity of axt in Northorn
Furope appears to bo assoeciated with the adhercenco of Norxbthern
man to a'negative; fatalistic sense of being - to a spirit
which is in conflict with a hostile, violent environmont,

The purposc of this investigation is to dotermine,
through arﬁg the naturc of this seonso of being in Northorn
Buropc, - No direoct dofinition would be capable of conveying
the ffallest moaning of that spivit. It is g feeling,

To undorstand this morbid fatalism, it is thercfore

‘necessary te vofor to the pre~Christian voligion of the

Germanie Barbarians,; through which the Northorn spirit mani-
fostod iteelf in the form of ragnardk, Ragnardk, which caun
be translated as meaning obscurity; shadows, twilight, fate-
ful deshiny, was a term usod by Nordic bards in its broadest
gense to doscribe the ond of the world : the inovibtable
dostruction of lifo.

Ragnardk also oncompasses the omorgencs of a rencwed
state of being from tho old, resulting as a consoquonce of
total dostruction, This implies that physical doath is a
tranaition from worldly oxistonce into g state bovond world-
liness, and hence,; ragnardk can be interpreded as a wmeta-
phorical doscpiption of apirituanl revelation, which, ilike
physical death, also entails a transgition; or a transcendonce
boyond woridiincss, Similarly, the atbainment of spiritual
release can only bo brought about by a_vehameﬁ% denial or
annibhilation ﬂf‘WGrldly essonee, This latter concept forms
the contral thome of this investigation.
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RAGNARDE 3 THE THILIGHT OF THE GODS

Nordic myth tells of the god Daldur, son of Odin., Wo
was the embodiment of light and goocdness, loved by all
excopt Lokiy the malevolcont jokor, whoe symbolised all that
is wrotched and igneblo in man.

Baldur became overcome by omens of dread that his death
was immincnt. His mother Frigg,; perturbed by these omons,
obtainod a guarantee from all living things, with the QRO
tion of the mistlotoe, that none would harm hor son. The
gods, confidont of Baldur's immunity, took to playfully
hurling missilos at him to test his dnvulperability.

Loki, meanwhile, disguised as an old woman, obtained
from Frigg the seceret of Paldurts invincibility. He thon
had an avrow of mistletoe fashioned, ond he prosontod this
to the blind N8d (the night), porsuading him to cast it at
his brother, Baldur. Loki guided T8d's bowy, and the arrow
killed Daldur instantly.

In deep sorrow, the gods prepared a funerary ship, and
Odin, the father of the gods, whispercd mystorious words
into his dond son's ecars. Thoreupon, BDaldur was sent on
his Journcy into the Halls of Hell, whore it waos ordainced he
was to romain until the end of the world, whon he would be
roleased to enlighton a new universe with his brightness and
the wisdom of Odin.

Thus ; treacherous Loki; or human folly, forced on all
existonce the inovitability of doom, Ffor it could only be
through cataclysmic dostruction that a new and pure world,

enriched by the goodness of Baldur; could omerge.

Tho wiolonce and universality of this fate was made
cloar by the ancient poens of the Eddas. The most fearful




foreces which hithorto had been helé in check volooasced their
dostructive encergies on all things, Howover,; tho conflagro~
tion failed to comsume the wood of the world ash treo,
Yegdrasil. Yeggdrasil, the hope of man, hold in its frunk
tho ancostors of the future race of mon whe wore to build

a new world on the vrcckage of the old.







CUrtuRal INFPLUBNCES IN EUROPE DURING THE DARE AGES

During thoe Iron Age in Northern Euvope, a loosc
seattering of culturally and linguistically linked Germanic
clans wore to be found living in a nucleus around the Baltic
and Norith Soags Boitwveen the second and fifth centuries
agocurred tho vélkervandorung, when thesc people expandod
southward toward the Danubej and lator, under pressurc from
the lluns, wiio were advancing from tho casit, these Germanic
people burat further southward and eastward into the erumbling
Roman Empire, These uncouth invaders set up a succession of
short-~lived Barbarian kingdoms, but were on the whole toco weak
and disunited to introduceo any lasting cultural influence, and
were thus absorbed inte the local cultural idiom,

The Gormonie peoples wore nover militarily subdued by
Imperial Rome, which they coventually destroyed, yot iromically
the inveders themselves were overwhelmed by cultural lumpulses
cmanating from Rome in the form of Christianity, The invading
tribos who sebttloed in the stricken Empire loockod to their
vanguished for spiritual leacdeyrship, and so becamo ongulfed by
a Christianity which was ossentially Latin in form,

Such was not the case in Britain, whore thoe influconce of
Rome was abruptly severod by the vielent appearance of
Angleos, Saoxons and Jutes Lrom Northeorn Germany who ousted or
absorbed the indigenous Celtsg, implanted their language in
England, and slowly established a culture thoere which was
Northern, Tho advent of Christianity among tho English d4id
not herald a now cultural orientation towards Romey; as was
the case in France, since Christianity came to England from
Coltic Ireland, which, though deeply involved in the now
faith, developod in spito of Rome.

With the advent of Frankigh hegomony in Western Buropos
one witnesses a calculated offeort on the part of this Gormanic
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people to re-organise a new BEmpire étyled on a Latin basis,
In an apparent abhorronce of the chaos and bavborism which
was the outcome of the collapse of Roman ovder, the Franks
found thomselvos compelicd to turm towards the Church in Romos
the result being that they, and particularly among thom
Charlemagno, forced a latinising influence to hold sway among
the poople of their conguercd lands. This, couplod with the
fact that the territory of tho Franks had previoualy beeon a
Roman province,; had far-reaching cultural conseguonces. It
meant that France, particularly in the north; was to beocome

a melting-pot for the cultures of North and Southy; so that
the Northern splrit, though apparvent thore, was scldom cone
sistont,. '

So the Gormanic people who inheritod tho Empive, con-
frontod as theoy were by Chyistianity, were forcod to adopt a
cultural langunge which was alion to their own, for the native
neritage of the Christionised Bavbarian was not yet propared
o assimilato Chydstianity, and thus a Christianity which was
compatible with Northern culture was not to come about until
the emergenco of tho Gothie era.

The Tatinising influcnce which assorted itself throush
the Roman Church during the Dark Agoes reached far into the
Gormanic world, so that few cscaped its offcct.e Those who
aid retained and developed a culture which was their own, go

that whilst thodr breftlwren elscwhere in Buropo experionced an

inconsistoney botwecen thelr own spiritual and artistic back=
ground and that of an alien culture,; the indigenocus art of

the Northern people, in particulay that of the Vikings, thrived
and developed with vitality.




BARBARIAN ORNAMENT AND TUE DEVELOPMENT TOWARDS GOTHIC ART

Bofore the advent of Christianity among themy the Ger-
manic Barbarians of Roman times, and loter the Vikings,
though scattered over a widée avoa into separate warring
tribes and clans, shavcd thoe same harsh enviroamont and a
similar language; religion and culture. Underlying theirx
regional or tribal difforcnces was a strong; uniting cthnde
force which was consistent enocugh to cause urmistakably
similar characteristics to appear in the aprt of widely
scattered areans. The principal art form of the pagan Gore
manie peoplos was ormament,; and the charactor of {that ornaw-
mental art survived the coming of Christianity, bocoming
incopporated, though somewhat incongruocusiy, into the artise
tic forms of the nev culbural idiom.

Tho disturbing, restloss quality of Northern ari, which
came bo torms with Christianity during the Middie Ages, was
alrcady strongly cvident in the art of the Barbarians. The
common article, such as the buckle or sword hilt, ocrnately
pattermed, assumed a significance beyond ite utilitarian
value. It became an object of art through which man attained
a highor state of being. Curves, zigzags and spirals intere
woavo in a violent struggle of wild and restless abstract ling =
sometimes obstructed ox cut short,; at other times tuwning in
on itself., At all points there is an increasing anxioby to move,
and the multiplicity of line, increasing momentum, escalatos
to & piteh of intensity. Always denying placation of tho
senses, always deluding natural propgression towards a natural
conclusion, the artist refuscs the comforiable satisfaction of
an organic, natural flow which is in sympathy with the sonscs.

The abstract line, in its guest for veleaso; slashos
across the sonses and liberates the being from worldly
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sensation by oxciting lte enorgy aﬁﬁ tonsion to a point of
intoxication, Thus, through the continuous gonceration of

a force towards confusion and chaog, and by an almost masoe
chistic liguidation of natural sonsation and conitinuity, the
being is transporited infto a state of non=boing.

Northern man is donied spirvitual end ertistic fulfil-
ment through an ascceptance of natural valuocs wheroby his
art would oxpross man as ha%ing,arriveﬁ at a whologome,
balaneced oguilibrium ﬁith his environment. The mind oxists
in a stato of constant tonsion with nature. A climax of
artistic activity rising out of an acceptance of nature in
a world which is hostile would be meaningless. Thoreforo
art sought to penetrate bevond the limits of worldly, sensual
experionce, to discovor roloase bevond the sonses in abstract,
gpiritunl axperion&eu :

Gothic ig o triuwnph of this Northora attitude., The
Gothic cathedral, which seeoms to dofy the natural limitations
in architecture imposed by gravity and woight, freed oxprossion
from the eoarth-bound limits of a purely worldly expcoriencey
and forced a destruction of consciousy delinecated spoce and a
transcondence inteo unlimited wvoid.

Development in this diveetion wos alroady ovident in
Romanesque architecture,; which attempted to expross the
supcrnatural by a superficially imposed worticality. In an
effort to cmoncipate the heavy, alion Lasilica from its carthe
bound hordzontality; the Romanesque builders, according to
Yhoir own expressivo urge;\inﬁucé& a forced wvertical appoal=-
ance by an almost haphazard addition of fowoers. The struc=
tural and oxpressive deliverance of the chuvch from its
grovitational limitations was.aﬁly“to come about through
the increased usc of vaulting, and by the application to the
structure of the pointed arch, adophted aftor contact with
Isiam duping tho Crusados. :

ﬁhhiﬁéeraﬁ by the technical problems confronting the

architoct, Romanesque sculpturc was able to dovelop beyond
any restrictions iwposod by iﬁpnﬂted values. This develop-







TR

S i L g s e

R

i R G

i
—

ment was closely linked with the past, particularly in
Northern Franceo, whore the lincar guality and intensity

of expression in sculpbure rocalled the ort of the Bar-

barians.

Thoe olongatod figurces of Romangsgue sculpture are
posscessod by an agitated, disturbed ecstocy, a morbid
spiritualism which is identifiable with ragnarék. Tho
forceful intongity of the iline and the pathos of the human
figure oxpress not static form, but excited and cxaggerated
movomoent, which is associated with the atrongoest urgos fo
intensify passion to a stato of tranco, in which a ponscious«
noss of corporoal being no longer exists.

Whilst the ability of tho sculptor to ocxpreoss freely
his need for transcendence had beon fully realised during
the Romanesque period, the corresponding architecthure of
the poriod must be velegated to the role of o transitionary
phase towards maturity, which was to bo roalised jin the
Geothic cathedeal,

Gothic architecture is the climax of oxprossion of
Northerxrn Christianity,; as distinct from the more truly
Roman~oriontatod Catholicism of Southern Burope. This
distinction wag oraggorated by the Reformation, but it had
existed during the Gothic cra and bheforc.

The basis of the differconce botwoen the twe lies in
theiyr manner of approaching God. The moro positive atti-
tude of the Roman Church accopted the world as good, and
thus tho relationship of noture to men and man to God wan
direct and clarified, and oxprossible in concrote, finito
terms, Om tho other hand, tho approach towards God in tho
North is indirect. It is motivated negatively by fear of
Satan and by a rojoction of worldliness as an coxtonsion
of Satan, Therofore, the way to God and the attainmont of
salvation was through donial of worldly plecasurc, and
Christian pioty was rolative to the vehomence ond fevorighe
noss of this donials

In accordance with this attitude, the Gothie architoet
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appoasoed God by defying nature. He>did not build to glorify
the actual substance of his structurcs - he arrived at ox-
pression in gpite of his materials; the point boing to
ercate a building which eﬁpresseﬁ values beyond substanti-
ality, beyvond consciousness, boyond life.

The complox ribbing of the nave roof relieved much of
the weight of the ponderous barrel-vailt, and did away with
the noed for massive supporting walls. As tho supporting
structure of the cathoedral was reduced to a skeloton=framowork,
so thoe nave, freod from éxcessivc weight, gained height.
The woight of the entiro roefwstrﬁcture was conducted downw-
ward through pilers, and conveorsely, the oye was forecod up=
waxd in direct opposition to the flow of weight. Thus,
through this roversal of forcos, tho substance of the buile
ding was domaterianlisod - that is, spiritualisod. The up-
ward surge originating in tho picia, soaring heavonward,
exploded into a myriad confusion of line; destroved any
perception of scale, and transported the spectator into tho
infinite veoid,
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THE SPIRIT OF ROMANTICISM

The sixtoonth century brought about a vemewed intro-
duction of influonces from abroad which made the artist
congcious of functioning in a far widor sphere. A new
awarencss of the individual emoergod = an awarencess which
placed man at the contre of the univorse as an image of
the divine. As the oarthly embcdlment of God, thorefore
spiritual exeall@ncc entailed an emdorsomant of this
man/God affinity through tha cmulation of divine per=
foction, -

This now attitude of dircct striving for porfeet
form was typificd in Geymany by Albrocht Direr, Though
it took root thero, the Remnaissance idenal was diametrically
opposcd to the Horthamn_spirit, which camot roconcile
divinity with worldlinoss,

The Ronmissance, ratheor than infuse worldly conw-
fidence intc the turbulent Northern mind, produced now
anxieties by alionating wan from his‘heritagea Without the
unity of purposc with which the Gothie artist worlked, the
pixtoenth contury artist féund himself isolated and left to
his own individual dgvices,='”

Howevar, this detachment suffored by the artist also
caugsed the emeyrgonce of a mofe personal; and sometimes moro
intense oxpression of tho Northern spirit. Thus tho Gorman
Ronaissance, in spiﬁe of the-alien currents which accompaniod
it, cannot be considered altogether as a termination of that
development in art which ran thfough Barbarian oynament and
the Gothic cathedral. The art of Matthias Griinowald indi-
cates that it also produced a strpng:desire to oxpross the

11
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doepost impulses of the Northorn spivit. This gaumo desire
is also roflected in tho omergence at this time of Protes-
tantism. The Heformation, as an exprossion of tho wvast
differcnces which existed betwesen the Churches of North

and Bouth, was similarly an omphasis of tho differonces in
thought and avrt. As the Reformation continucd the chprac-
teristic nature of Northern reoligion; so the German Ronaig=
sance produced art which was a continuation of the thought
of provious conturies. Thus Grinewald, who is identifiable
with the Gothic past rathor than the Renaissancog fepragaﬂﬁs
a vital link in ¢the dovolopment of Northern art from Gothic
to Romanticism and Expressionism.

Griinewald's principal work was the ambitious altar-
plece painted for the Antonite house of the sick at Isenhoim.
The serics of panels, with its centrsl work the Crucifixion,
embraces the thoeme of sufforing, death and salvetion. The
Crucifixion is an imagoe of extromo pathos and ruthless
physicai tormont. It lacks tho omotional detachment and
objoctive comsideyrations of formal purity which characterise
much of the art of his timo. Grimewald's erucifigionss are
imagsa,af a personal religious mxxéﬂﬁanme‘vhich d%manﬁs to
bo revealed wvisually with the most intense power of expras~
gione

To thig end, covery part of the crucified form evokes
the oxcossiveness of Christ's agony, The headg;cfawn@d by
a menacing tanglc of thorms, and stained with blood;, hangs
1limply with the mouth feobly groaning in final protest
before death., The sallow, punctured torso scoms to twiteh
in the last gpasms of 1lifo, and the sineowy limbs are ftensod,
thedr torturc culminating in tho brutally contoricd oxpros-
sive force of tho hands and feet, Tho paidnting is a violent,
almost sodistic evecatlion of pain = the body is subjectaed
to the oxtrome of suffering and anguish, yet it is only
through tho soverity of this angulsh and cruclty that one
atiains fulfilpent and spiritual relcase. ‘

In Grinowald¥s art; Christianity and Noxrthern gpivi-

iz
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tualism have bocome inscparable, This spiritualism, contring
on donth as the means to purification, has beenme interpretable
in toyms of Christian imagery - in other words, the cruci-
fixion of Christ has becomc gynonymous with the Nordic uni-
vorsal destruction. Thus, in terma of painting, Grimowanld

can bo regarded, like Gothie architoccture; as a high-point

of Christian art in Northorn Eurcpe, since his art reprosecnts

a svnthosis of Christian and Neorthern sentiments.

The Reformation, with its sympathy for Norithorn spiri-
tualism, ought to have prrovided a renowvod impetus for art =
instead, the bigoted, puritanical zeal of Calvinism and
Luthoranism roduced art fo blasrhomous idolatry, or at lecast
to a banality which few = notably Rembrandt and Jaceob van
Ruisdaocl, rosc above, ©On tho other hand, tho liberalism
of the welletravellod axrtist of tho scoventconth coentury
towards art in othor countrics tendod te cstablish Catholic
Baroguc as a flexible intornational style which was readily
adaptable to the oxpressive mneeds of artists of widely dif-
feront backgrounds.

Baroqueo, with its basis in spiritual unvrest, allowed
itsolf to be doeveleped in terms of the emotional or spiri-
tual noeuds of the Northorn artist, who sought to explero o
dynamic flug of Torms which would poerpetuate itsolf into
limitless space through the usce of tromp lloeil devices
and the dematorialisation of form into fluid, brilliant
lighto. By creating a confusion of forms in architocture,
stucco-work, sculpturo and painting, in tho same way that
the Barbarian croated a comnfusion of lines, the artist
precipitates a metamorpheosis of form - as he had done in
tho Gothic cathedral. Mattor beocomes incorporcal and
intongibleo, oventually losing itself in tho illusionistic

weightlessness and spacelessness of tho frosceo in the dome.

This homogenolity of Daroque with his artistic past
naturally appealed to the Northorn artist. In spite of
its alion vocabulary, Baroque fillod a vacuum, onabling
tho artist teo emerge from an artistic stalomate and to




moture in the more truly Northern ronaissance of the nine-
toenth contury. ' e

“,..,it was tho Gormanic genius, more than any other,
with its proference for intuition rather than logic,; that
took tho plunge into tho mystorics of the unknown = tho
mystories of the cosmos and of the darkor gones of the
imner 1iife afikeg situatod outside the sway of reason. The
time had @em@ for o new assault on the Latin wari&o Accorw-
ding to Sehmiéhausorg the Reformation 'broko upon tho Pla=
tonic and &riatotolian theology of the Middle Agos, Just
as the Ge@man:harbarians‘had ovorrun the Groco-Roman civili-
sation'. In the ninotoenth century, this observation acw
gquired now topicality : the antagonism roforred to is indeed
recurvent.” (Muyghe @ p.210} .

The artist of the ninetcenth contury éau@hﬁ a rovival
of roligious and artistic moaningfulness through a ro-
appraisal of the r@iatiéﬁshipfbétween man and CGod. This
ontailod a frosh' interprotation of the human prodicament and
its relationship to forccs bovond man's control = an intor-
pretation vhich derived its revitalised clarity throush a
rojoction of traditiomal Christion imagery in favour of o
renowed boelief in physicol naturc as a tangible reflection
of the supornatural and metaphvsical.

Thug the Northern Romantic paintor Tound éﬁpfassion in
the form of puvre landscape or scascape = not in a Dubch
realist senso of a direct, sometimos topographical intorest
in nature, but landscape as an oxporience of infinity in
naturo, ﬂature bocomes an all-powcrful extonsion of God,

a wmridly outlet for divine wrath., ; ;\’gﬁﬁ‘”ﬁﬁ ‘

M
In aomman wi@h aerman Romantlaismg the amnip@tant Jeleiolok o
of mature over man conatitutes the aontral foature of Fronch
Romanticism. The lattor; howevor, saaa naturc as a violent,
overpowering turbulonce which is exprossed in termarcf the
human form. GCGorman Romanticism, on the othor hand, oxprossocs
this powor of naturo as nature itsel?., Tho landscapo becomos
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a vathedral, where man appears either as a moditator or as
an evil intrudor. In terrible solitude, he is overcomo by
a death~wigh « he succumbs to the inoxorable, silont onergy
of infinity and finds reliof in thce numbnoss of eternal
oblivion.

The extent of tho difference in attitude botween the
French aond Gorman Romanties is suggested by o comparison
beotwcen Géricault's "Raft of tho Medusa® and Caspaxr David
Fricedrich's "Monk by the Sca". Ghricaultis violont sea
acts as‘a setting for o human drama - the dircct focus of
hig interest ig in tho haman conditionm - tho suffering of
the peoople en tho raft, whose writhing, tortured foyms
suggest motaphorically tho overpowering forces to which man
is subordinate. Friedrichis attention, however, centres
directly on thosc ferces themselwvos. His'vast and mystori-
ous 5ea»cannoﬁ be bound to any palpable measure or condie-
tion, Man himself becomos imprisoncd by a scalo which is
bavond his worldly comprehension., At the mercy of an
intangiblc vastnessy; ho loses himself in a wvision of
infinity.

Friedrich porceived nature as syvmbolic of the human
condition, where life is dominated by the certainty of
death, Questioning his recurront choice of death as a
subject in painting; heo himsolf stated his belief that
frequent submission to death is the necessary proreguisite
to the attainment of everlasting life., Doath can never
be isolated from the afterlife, which is the consumnmation
of the life/doath/rebirth cycle. Doath only becomes
meaningful in conjunction with life and afterlife, between
which it forms a link,

"Monlk by the Sea" roflcets this concopt clearly. The
monk, who is probably a self-portrait of the artist, stands
in mourning on the dwes in the foreground,; which signie-
fies prosent life. Ile is overwvhelmed by the consuming
vastness of the dark and deathly mass of the Baltic beyond
him, yveot he presents himself before the infinite with a




yvearning to be drawvn into and across the sea., He is over-
gome by the superior force of the void which confronts hiim.
It dvindles his earthly life into insignificancc., Boyond
the sea, the emergent merning light significs the expecta-
fion of rebirth and the sonquesﬁ of. darknessu

oo Rk

Thls pamnting was executod in coﬂjunctlon wath "Abbey
in the Oakwood", which clarifios tho lLfe/death/afterllf@
cycle furﬁhara\ The centrally—plased abboy is flankcd by
bare, silhouctted oaks, which tagether form a barrior
betwegn the foreground (death), and the background (after-
1ife), The group of monks in the dark foroground act as
pallbédrers, who carry thc‘coffin of the decoased monk
thraugh the passage of death towarda a gataway in thoe
abbayoﬂ Boyond, the forms of the landscape boeemo absorbed
in a flulﬂ, myaterious haze through which the light of the
horeafter beging to penetrate. The sdequence of the two
raintings roveals the total cycle = the Pirst the transition
from life teo deathi in the second the journcy through doath
into tho aftexiife,

Pervading Friedrich's work is a ¢lear; powerful mood,
which is always present whether éupported by an undeorstanding
of his intondod symbolism or mot, It ig filloed with a spirit
of meloncholy and a wvibrant oxpoctancy; which sugsests his
over-prosent prooccupation with the 1nev1tab111ty of death
and the futility of mants efforts against the forces of a
divine nature; Thesc forces arxe élways expressed; or sug-
gested in terms of thoe natural landscape, which Friedrich
transforms into an image of the supernaﬁurala

The English ananﬁicg John Marting invokes a similar
m@lanchely spzrmt, but conceives it iu torms of the fantas-
tic rather than tho na@ural 1andseape. ‘The scalo and
dcutructlvoness of his 1anducapes Qscalato to a pitch of
lrrationalatygg Han, ‘at the morcy of a fiery9 nightmarish
vxﬁlan, perchos dangercusly at tho brlnk of a fathomloss
ahyss which pulls hlm inoxorably docper into its malovolent
doarknceass and chaos., In hopeless dospair and solitude,; he
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iz exzposcd fo inovitable doom in the midst of a cosmie
battloground vhich rocalls; in picterial form, tho wniver-
sal conflagrotion of Nordic mythology.

Whorcas Martin's landscapes confront man with forces
which are fantastic and unrcal, Turner transforms feoasiblo
roality into an apoecalyptic imange. Thus the actual oxpori-
ence of & storm at sca becomos a symbol of a fooble human
struggloe against infiﬁiteiy suﬁorior forcesj or a burning
ship at soa bocomes a universal inférno in which sailors
enguifed by the flomes of tho aétual occurrenco of such a
disaster have descendod into the fires of Mell,

If Romanticism is a torm ﬁsed to désgriﬁe a movemont
in artgbthen that "movoment® died out in the mid~cightoen~
hundrods.e - The fixding of the torm to a speclfic poriod or
group of artiats ‘ds a misundoratandinﬁ engendorod by tho
art critic. Romantic art is characterlsed by a mood which
is folt and personally intorprcted by the individusl, who
belongs to no movoment. Romanticism is not a discipline
or code of othics -~ it is frec oxprossion of tho eroative
will, and as such has existed at least since the Renaissanco
artist became aware of his individuality. Thus it may be
said that Grinewald and Van Gogh, as much as Friedmpich, wore
Romantics, |

Llnking arilsts in such a WQYy howovor broad a label
may bo, prosupposes that Van Gogh is "31ike® Fricdrich or
Grimewald, The torm Ronantlc is convenient only in that it
gignifies a spirltual llnk betwcen artists of differont
pordiods. At tho same tzme, ‘tho intousoly persongl vision
of those artists must be strossed, Vaﬁ Gogh iéié Romantic
insofar as ho forms a spiritual bridge botweon thc ninoes
toenth and twonileth eenturieag

Van Gagh’s unique vision, though bearlng many gimie-
laritics to that of Friedrlch, wes 1nt1na£01y bounﬁ %o the
tyragedy of his ownn 1ife. The hostlllty of tho world
towards a proaarious ‘human existence was axprﬂdsed in art
not boecause it was merely an idea, but beocause that was
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hig experionce of life, Van Gogh's art reflected the feoars
and uncertainties of a mwan possessed by a melancholy, doeply
introvertod and torwmoented nature, The intensification of
melancholy satisfies the wmelancholy spirit. Tho fact of
life is only meaningful in that it is justified by death.
Life passes, but death persists - ovr, as Van Gogh guoted
Victor Hugo 3 "Les roligions passent, Dieu demecure¥. {Rosen~
blum}e

This came to mind when he had been painting the village
church at Nuonen, which had startod to fall inte ruin in
1885. The peasants hod stopped tilling the soil that their
ancestors, inbterred in the church®s graveyard, had tilled
for centurios. Tho roof of their earthly symbol of faith
had fallen in, the walls were beginming to crumble, sutum
leavos had fallenm from the treoes, and snow fell on the
gravos. All that romained constant was deoath. The tilling
of fiolds, the passing of the secasong, and the life and
death of peoasants in the Nuenoen pictures constitute o com-

plex eyele of life, constantly dominatoed by the proesoncce of
death,.

This presence of death is evident in ovon the most
apparently imnoccont of Van Gogh's paintings. A vase of
sunflowvers lives and dies. FEach fleower is an individualy
with its separate sourco of witality, Somo are radiant
with vouthful brightness, others begin to wilt, the old
have witheored and died. Togother in the vaso, the total
eycle of 1ifo and its compulsion to wove towards death is
rovealed.

The componecnts of nature are each a primal sourco of
onergy . Nothing is static. The landscape possosses an
immense, vibrating cosmic power, the sky is a wild and
turbulent force, and the sunflower is a microcosm which
raflects tho ultimate lifewgiving enorgy. Nature, in the
same way that Friedrich perceived it, is a vchicle of the
supernatural,

Although Van Gogh mav not have intended any conscious




symbolismy, tho fact that there is this proesonce of sowmo
mystical force in his paintings justifies am intorprotation
of the symbeolic significance of certain foatures of his
work over a ﬁureiy aosthetic ovaluation, "Staryry Hight® of
1889 gymbolically identifies tho spiritual struggle of l1life
with the ultimate triumph of deaths ' The daxl, writhing
magss of the @yproéa trec in the«fcregrouné thrusts shorply
into tho vigsreusienergy»cf the starvy sky = i% is the
shape of éaaﬁh@1thr0ughlwhiah’man is %fansporﬁeﬁ from his
worldly being into the total energy boyond. A Gothic spire
rises fram'the distent village. Echooing the CYpross, it
piercos ﬁh@ hnrlzon and rises into tho Sky, lxhe man s
stprdving ﬁo transcendg\ The cypross daminates_the composi-
tion as death preoccupies the artist’s lifc. The oche of
the vill&g&}apire confirms and rciﬁfarcaa thaﬁ‘d@minanaa -
religious aativity is worely a proparation for life's
canaluaieng The worshippor attempts to grasp tha total
meaning of 1life « he finds it only in the fact of his
mortality. Thoerofore; he moves toward death.

In July, 18390, Van Gogh pain tod "Crows ovoer Wheatfields",

which is a promonition of his inminont death, The tradi-
tional porspective dovice of tho Renaissanice is iaverted,

go that the ove is drawn not outward towards an inaccessible
horizon, but inwvard towards ﬁh@ selfs Tho lines of fowee
converge on the beholder, who by his axtrome iﬁﬁ?&apé@ﬁlﬁﬂ
has iaelated hxmsalf fram ‘his warld, whlch n@ 1ongcr holds
meaning¢ He is aloncg aware only of the ominoua fioek of
black crows which aurgos towards him. Iﬁ is oul& a mattoy
of txm@ befora the swarm ovorwvholms. |

Shoytly after, Van Gegh eommitﬁad uﬁiﬁiﬁ@a.

%an.is‘areateﬂg yot created man destroys himsclf, Life
is overcome by tho ultimate fubility of 1living. Vulnorablo
men is at %he morcy of his own passions = he is barn with
the aarﬁaﬁnty of death within him, Ho is his own eycle of
1ife, thercfore the artist turns inwvard to discover the

microcosm that is within his own being.
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The totality of the life/death struggle exists in the
human forxms Tho lan&séape; as Edvard Munch saw it; ceased
to exist as a &irect oxpression, The human form dominates -
the landscape reflacts the cosmic forces at work within

mang that is, it emphasxses or sympathises with the human
predicament. e el

Munchis p@c@la relate go'extarnal¢natara with an
pmincusy almost sinistor t@ﬁsiong as if nature has hypno-
tizod its wvictim., & wonman staﬁds with a silent lonely
prosence,; her frontally~directed eyves gaze out in o strango=
iy romote vecancy. She rosists an& violds to incompros
hensible, irresistable forces which tormont her,. These
forces are symbolised by the sun/moon image, which had
appoared frequoently in Friedrich's palntings as on image
of the divino » the force that rules, Munchts symbol isg a
pballius which posscsses the human will,  Sexualiby is o
fearful, inescapable forco of .evils puberff'ia the end of
yvouthful goodness. It iuposes a dual fate of proerveation,
on tho once hand; and desire, tomptation; Jealousy and solf-
destruction on the othor, The Croater and the Dostroyver
arce one and the same., Thus woman, the innocent victim of
hor sexual powers, is tho tomptross - the vampire that
originates folly and death,

She movos through the "Dance of Lifo%y from wvirginal
purity; to erotic, ongulfing, Truitful scxuality; fto davk,
sinigter and deathly fulfilment, like the witeh who has
cast her cursing speil, Whirling couplos dance in fronzied
passion, imprisena& by soxy spaiibauﬂd‘by'%ﬁ@:h@avanly
rhallus which lacms over. Lhomg absorbing their lives into
its power,. TR

Like mncieqt Baldur's death, the phallic sun/moom is
an omen of doom - a symbol of the futility of ocarthly life,
and the triumph of forces towards chaos and darkness, The
prescnce of those destructive forces appears again in
Munch's pictures on tho topic of grief. Empty, blaock-clad
figures stond eimlossly in starkly bare sickwooms aond death







chambers. Death is a terrible abstract power. It bears
grief, and griof consumes the living. FEach mourneor is
absorbed in total solitude ~ their vacent faces rogister
: nothing for thoy are possesseds paralised by somethiang
?“ unworldly.

: Hunch‘s uorld is a nightmare poopled hy lonely,

g ghostly souls ‘whe move silontly through a throatcning

il life besct by dread. The only complet@ reliof from life

is death» idike tho gods of %helr ancostors; they awalb
their inGVLtable destxnyu :

i
e

Eﬁpwessmonism, which is closely linked te tho morbid
intensity ef Van Gogh and Munch, sp@clflﬁally refors to
the art in Gormany botweon 1905 and 1918 which was a
genscious reactionﬁngainst the. rational aesthetic of the
Impressionists. In a broader é@ﬂscg it goes further than
the two movemecnts = Die Briicke and Der Blaue Reifor, to
which most Expressionist painters were identified. These
painters weore distinguished by their dissimilarities
rathoyr than simillarities « theiy art, like that of Van
Gogh, Munch or Friodrich, was the ocutcome of a personal

cyreative will.

The basis of the Exprossionist pain%or‘e motivation
appears to have beon xdentaeal with that cf the Romantic «
that is, it derlvod from a dlsturbad sensc of being which
would transform nature inte an 1mag® removed fyrom the
natural. uxpreasionlsm, however,; is Romantlc extromlsm -
it vroflects a more severe rift botween the spirit and
the senaesg a starkcr estrangemont from the real vorld.

The artists of Dmo Brﬁcke,.whe operated in conjunction
with each othor before the First World Har, derived a
deliberate contompt for nurrontly acaoptﬁd artistic noxrums
from the Fauves. The Expressionists were wild beasts with
their emati&hs‘exPGSGd in the ravest state. Thoy dis-
rogarded the respectfulVOBSérvaﬁion of nature which the
Impressionists had lauded, They allowed the painting to
worlk itself out spontancously = to lot the wild boast loeso
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te expross itsclf in its most fierce intonsity of wviclont
colour, chaotiec brushstroke and feverish line; exposing
panie, haunting melanchely and deepest obsession. By
increasing its tension, the expressive will rolenses the
i boastg detaches, annihilatcs and transforms it.

The Expressionists wore subject to the growing hys-
toria of a sick society which was losing touch with natuve
and lcping control of itself = ag if uncasily balanced
between insanc loughtey and uncontrollable gloom - the iey
shiver and sweat of delirium, This Fovorish intensity is

at its oxtrome in the unrestricted cmotional violence of
Emil Nolde's religious paintings. Liko o Goya carnival,

or Insorts stroot, his characters are no longer themsolves =
thoy arc as if druggoﬂ,_andiﬁhc raw cssence of their being

oxposes itself. Their faces are gone « pooplce live in a

wild hallucination behind grotesque masks,
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TS IRRATIONAL AND THiD RATICNAL IN MCDERN ART

On the eve of World VWar One, tve directions, both closo-
1y associlated with the Northern artistic past, began to omorge
in extreme opposition to each other, both coming to fruition
in the troubled and wiolent vears botween the two World Wars,
and togethor reflecting the oxtrome (Communist vorsus Fascist
type) polarity of the timo,

Tho Dada cult of the absurd, and the highly irrational
Survealism, stommed from a desire to emancipate art utterly
from the limitations of reason, and to create spontancously
without the hindrance of the preconceived notion of reality,

An opposing, ultra-rational direction, which had its
roots in the analytical Cubism of Braque and Picassoc, attemp-
ted to free art from the imperfections of the human ecreative
willy, and thus to discovor absolute truth in nature beoyond
the clouded and confused variability of free individual
exprossion,

The principal figure of German Surrealism, Max Ernst,
was closely associated with the Parisian school, and was
thus part of the mainstream of Surrealist thought, He adape-
ted the modium of cellage to suit his ocwn particular dirocw
tion, Tho perceptive reality of the phetographic image was
ideal in that it supplied a ready=-made "truth", which, when
placed out of context, assumed a weilrd and disturbing new
meaning. The estrangemont of an object from the prosupposed,
familiar association with other objects; and the chance,
incongrucus meeting of unrelated objects wesulted in the
unexpected, unreal, suporreal poetry of a drocam~like vision,
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which was trangsported from familiar nature by a total

denial of reason. Ernst roorganised the organic and mineral
world at will, Plants or ereatures remained neither vego=
tablec noy animal - they became part of a fantastic growths
vitally Living, buﬁ‘removed from this. world fto some dark

and primal existence in the depths of the subconsciouss

The artist frees the wild beast within him, for logic
iz the enoemy of art:; the asnimal, its weans. Thore are no
absolute truths, Life is a mystery = it is not borm in &
tost=tubes it is not a formula, Death reveals life =
doath is not a quod erat demonstrandum of a formule carrvied
out undexr clinical laboratory conditions, Life is the
etomal mystory - its secrods are rovealed beyvond 1ifo,
Destroy conscious hknowledge of 1life and its toial meaning_
bocomes known, The wild boast finds its own way -~ it knows
its way.. It lurks in the dark recessoes of death, moving
without being seén - knowing without knowledge., "One must
submit onesself many times to doath', said Fricdrich, "in
ovder some day to attain life everlasting.® {B8rsch-Supan; p.7)s
B@causefin dgqtb the creative will feels its way unrostricted
by rationaiiséd tgputhea,

Avrt is irretional. Irrationality dissolves the limits
imposed on the creative will by thce absolutoness of the

‘laboratory-made. logical truth, The glorification of ultra-

rationalism in modern science is the triumph of spiritual
cretiniesm, What cannot be proved is consigned to the dusty
shelf « it does mnot exisi! Total understanding is bypassed
by. the quest for the half-iruths of (fragmemted) kniowledge
for knowledgo's sake. Total experience ig felty not
rationalised. The beast knows the way'in the dark,

But feeling is the cnemy of ultra-rationalism, The
perfect socioty of Platonic or Marxist rationalism exists
without feoelings, Feeling is the source of folly and im=
perfection. 7Tho cogs of the social machine work according
to plan « buman imperfection rusts the parits, therefore it
must be rootod outb.
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Anti-methodlcal art is the enemy of machino-made

socioty, which loves the wmachine-made idea, like tho so-
eallod "positive mysticism® of M.¥.J. Schoenmaockers which

influenced the "computer-programming® art of Mondrion and
Do 5tijl, the Suprematists and the Bouhaous. "We now learn
to, tronslate realify in our imagination inte constructions
which,can be controlled by rcason,” {Schoeumaakersg as
guoted by Herbert Read, p.198). R

"'i The Northern artist has alvays heeﬁ avaroe that the
wild boast lurks in dark piaces - that dawknﬁsa reveals
light: {Rembvandt)g that daaﬁh ravewlo 1&?@. He secks o
roveal the mjﬁueriaa of the easmaﬁ by caplering boyond
roason' in the black depths of his melancholy uaturo, Piet
Mondrian is no:excepbion to this, His eariiecr art rovoalod
tendencics whith were Romontic in character; but his sube
soquent work developed towards a negation of Romanticism,
The wild beast within him furned on its own tail and con=
sumed -itselfs '

Mondiiants phiﬂﬁimg@Aéf“&unﬁslénvﬁh@ Duteh const,
orecuted before 19£d§ are stavk and unlnhabxﬁe&m ?ha _
viowar finds himseif lﬂthPQEGaS salztuds pewéhﬁé oﬁ the
edge of an mﬁﬁdfﬂ?&l vastness which reﬁalis tho doep
meloancholy of the doathewish in Friodrzch*& “Manﬁ“ The
iendacape has bauﬂ voduced to its most ocssontinl simplicity -
it has become transformod into an image which evokes a
spirit, & veorning, beyvond nature, Similarly, hio trees,
alse paintod before 1912, have become a mci&mowyhauis =
a vision boyvond the palipable tree,

Northorn ert tends doward nihilism; The mys@armes of
1ife exist beyond iifﬁ“ tho mys%&ries ﬁf rea1£%y hwyunﬁ
the roal. ?angmhia reality is a manzfestamlan or cw@atxaﬁ,
of the cosmic force. To know the %ﬁﬁality of %ha COSmMos, |
the artist must reverse the creative yr@cesm = tha% igy ha
mist demateriniise and deatr@y ﬁaﬂglble na%qfa 1n awdar t@
get boyond, or a%mve 1b¢
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i Tho progross of this domaterialisation can be observed
- in Mondyian's painting through hie treatmont of the troe
motif after 1912, in which his ecarly analytical Cubism
bocomes processcd and reprocessoed tto the point of toial
rigidity - the logical conclusgion. Hondrian was hore moti-
vated by the mathematical philoﬁaphy of Scheeﬁmmsharsg

which held that the peonetration of nature*s complerity
revoals an innoy construction which is definabie in terms
solely of logic., Thus, from the point of view of Mondrian's
i art, th@%multiplicity of tho cosmos can bo roduced to a

mathematiaally formulated 1mage which would reveal the
fundamontallutructure of naturoa_;“b4 '

Mondrian arrived at thls lmngnry through a systematie
dematerialisation towards stylised simplicity. The nerve-
like grid of braﬁah@s, gradually losing its troo-like
idontityy became a criss-cross grid of lines - a skeletom
or basic construction of naturc, Taken to its furthest
extreme in this diroction, the image loses all resemblance
to nature and bocomes a8 two-dimensional, geame%rié pattern
of uncompromising, Puritaniecal reoctangularity, which demanded
the exclusion of all tones between the extromes of black and
whitos of all “ﬁaliﬁféd"”cotodr$ {that is, non-primarios)s
and of all lino wvhich dld not conform to the absolute vorti-

cal o horlzantal.;
s )

So batweon‘%hemg-Mondriaﬁ and Schoonmaekers had nature'ls

mystories in a nutsholl. PBasy naturol - even a machine can
understand 1%, De Stijl is tailor-made for mass-production.

Dut the totality of mature doos net live in a straitjacket,
Mondrian's oxtromist desire for a total objectivity devoid of
any potontial margin of imperfection is anti- the individual,
anti-cxprossion, anti-art. In its dovelopment it is secem to
have originated frowm the Nertheru creative will, yet it is an
antithesis of the same. The wild beast has devoured itselfl
Morndrian glarlflod the ultra»ratlonal method of modoxn scicnco =

but who can blama him? fle was 11ving in a tochnological desert
which was bangmng 1ts head against the wallg
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The twentieth century has sﬁbjeéted man, in particular
the Northern Euroﬁean, to the most“terrible and destructive
wars in history; Technélogical ﬁan ha&idevised an unprece-
dented efficiency for anmnihilating life and devastating
cities, Thevbattles of heroes were over -~ the new enemy
was superhuman, Like the Suﬁreme, world-ending Nordie cone-
flict, the wrath of forces beyond compréhension tore the
world apart.,

The holocaust had its prophets. Der Blaue Reiter
became increasingly conscious of the tensions which were
about teo snap, Franz Marc had a premonition of the im-
pending devastation -~ in 1913 he painted "Fate of the Ani-
mals", which equated the imminent conflict with the final

universal conflagration of the gods,

Mare merged the human viewpoint with the animal soul,
His fascination for the animal is an extension of the
Romantic attitude, particularly of George Stubbs and
Eugene Delacyroix, whose wviolent Struggles reflected the
turmoil of nature's vital energies. Marc, however, con=
cerned himself with the more extreme concepts of'genesis
and cosmic destruction, paiﬁted with fhe turﬁulent dynamism
of a style derived from the Futurisfsg “Fate of'the Animals™
depicts the end of the world ~ a spiritual upheaval in a
forest of writhing, tortured ereatures which periéh in the
gharp violence of blinding flashes of light éndhconflicting>
electric colours, The fiery turmoil consumes all but the
persistent central tree = the indestructible world-ash
Yeggdrasil, which holds im its trunk the hope of purified
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deliverance from a conflagratioen which ammihilatoes a worid
of evil degencration.

The theme of a spiritual purge was yrepeatod in terms
of Christian imagery in "Tyrol", which was not comploted
before wawp beeame a reality and Marc had alprsady scen
action. The painting deopicts an earthquake or gimilawr
natural cotastropho. »The-violent-movement of light and
dark planes against cach other dissolves solid matter and
transforns it into am awmorphous flux -~ on abstraction or
energy out of which omerges the barely-discernable form of
the Virgin and Child., . The phehomencn of a natural disaster
has becomo the scene of some universally destructive haveoce
out of which is bormn a rogonerated purconess - a revelation
of the Viegin,

The roality of war had becomo a dream, a nightmars, a
revelation, The onemy was unscon -~ it fought spiritual
battles in tho mind. War was an impending, iwmpalpable doom
wvhich struck and destroved without warning, Like Mare'ls
fighting forme, it was an amorphous abstraction, a turmoil

of non=literal forcos,

Yasgily Handinsky rejected the gpecific gtatoment in
the oxpression of a nonespecific idea, The abstyroction of
war vevealed itself in his work in terms of the modium
itself = through the collision of linég colour and shape.
Thus the immodiate oxpression of conflict, rosolved in
terms of the paint,; was preferred to the literal; objective
imagos the’metaphorical statoment oy symbol; in that it was
a direct and therefore purer experienco.g;

Paul Klee Jjoined Der Blaue Reiteﬁa sensiﬁg an affinity
to the work of Marc and Kandinsky - namely, the scarch for
a moro honest artistic language which weould be capable of
conveying spiritgal truth, He inqued in his work a childe
like clarity, crceating pictufcs of a gimplicity capable of
gxprossing the core of his wvision of nature, His sbark
paintings roflccted tho gstarkness of his worid; or as Klee

believed = the more horrifying the world; the more abstract
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its art. His avarencss of this starkness became intconsgi-
fied by the deaths of his anOCiQtGBg August Macke and
Mares and “the prosenco of death remainod scldom far from

the surface in his Palntingsgjfim e
a \ e i

The &lpine scone becomos a terrzfymngs lcy infinity
pervadod by an -uncanny s1lence and emptxnessq The arid
void is emgulfod by the cold light of a diwvino sun., Tho
austeority of the landscape is relieved only by the frail
branches of a tree; pitted, like man, against a deathly
onvironment. : :

The éreemform as a gymbol of manibGOOmcs é wmetanop-
phosis = a roflection of maﬂ“s merclless movement towards
his destiny; which in 1929, when Klee palnted #hefore the
Snow®, amounted to the plunge inte tho Great Deprossions
The 1ife of the trec ovolves towards death - the vital
greens turn to yust, and finally, the winter absorbs the
life«force into its cold white, and the branches scom to
writhe in agony against the looming darkness bevond.

The Becond Werld War induced a ponowed intensity of
expression in England., In the grip of a fearful upheaval,
man is exposed to the devastating violence of immonso
forces, Human activiiy becomes divino wviolence = waves of
tuftwaffo bombers become the implcoments of cosmic wrath.
Man is the pitiful wvictim of tho gods.

Graham Suthorland, like Klec,; used the foxm of a
troc as o symbol of man, Disembowelled by the impact of
a stray bomb, a blastod oak becomes o metaphor of human
aufforing, Dxposed to oxtreme torturc, the gaping trunk
of tho troe scems to scream in paing the gnarled roots
become fingers which claw the ground, desperately fighting
pain before submission to doath,.

The symb@lic‘exprossidn of human sufforing is again
apparent in Sutherlend's "Thorn Cress"; which was oxoecuted
aftor the war. The experience of pain in human torms is

denied. Rathetr an cmpathy with the erucifixion is erecated
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through the harsh, Jjaggod thorns of an icon of donth, which
suggests an unfamiliayr, wnworldly suffering. The pointing
may recall the cxporience of a battleground. The cross is
like o man-made thing with its meaning distorted and
changed by war, Tho crucifixion is a shattored {once with
a bizsarrve bangle of barbed-wire and the debris of destruce
tion crowning the post - a symbol of war, devastation and
suffering.

“Totos Meor®, painted im 1940 by Paul Nash, is a
powerful vision of universal and etornal death, reflecting
the eversrecurring waves of destruction during the Blitz,.
The wreckage of Gorman warplanes forms o sea = a twisting,
writhing tide of destructive monstors which roar up and
crash onto the beach, wave upon wave, cndleossiy. The sea
of death is unrelonting « no hint of salvation; no deliver=
ance, Death is as porsistent as the waves 'roak., Death is
total,
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EPILCGUE

The world trombidd before the brutal storm of bilits-
krieg, Sircns whined the death-knoll and mon heard the
distant drone of thoir approaching destiny, Cities
perished in the whirling inferune hurled on them frowm the
sky. Man had fashionod his own fate - he had become like
the gods, and the gods were destroving thomselves,

Yeedrasil survived tho conflagration. A new race
sprang from the rubble of ruined cities. Men, hoeroos and
gods live togothor in contentment in a modern suburban
Valhalla, The wild beast is dead,., The last cchees of
Thor's old-fashioned thunder died avay in 194%:; and bright
Baldur, hoving anply 1it his brave newv world with Hiro-

ghima nmushroomg, now piays peacchaker at the U.Ne
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Scandinavian: Deer cating the leavos of

Yegdrasil. (Christian era).

Engiish: Gold ornamental buckle from the
Sutton Hoo ship burial. (7th contury).

German: Maria laach abbey church.

{12th contury).

Fronch: Prophots from the church of $%.

Pierrc, Moissac. (12th century).

Gormon: Interior- Marburg, St. Elizmabeth.
{13th century).

German: Cologne Cathedral. (14th century).

Griinowald: Crucifixion = Isenheim Altay-
picee (detail), (c.1515). )

Zimmoynonn brotheorss Die Wies, Pilgrimago
Church, (1746 - 9).

G8ricault: The Raft of the Medusa. (1819).

Friedpich: Monk by the Sea. (1809-18).
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Friodrich: Abboy in the Ookwood. (1800-10)
Martin: Tho Day of His Wrath., {1853)
Turner: Fire at Sea. (1834)

Van Gogh: Starry Night. (1869)

Yon Gogh: Crows over Wheatfields, (1890)
Munch: The Voice.(dotail)., (1893)

Munch: The Danco of Tife. (1900)

Munch: The Death Chamber. (1896)

Heckel: Spring in Flanders. (1916)

Nolde: The Last Suppor (detail), (1909)

Ernst: The Eye of Silence. (1943-4)
Mondrion: De Grijse Boom. (1912)

Mondyrions Composition with Rod, Yellow and
Blue, (1921)

Marc: Fate of the Animals. (1913)
Maye : Fighting Forms. (1914)
Eandinsky: Improvisation 30. {1913)

Kico: Mountains in Winter. (1925)
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XXX

XXXI

Klee: Before the Snow, (1929)
Sutherland: Blasted Oalk. {1941)
Sutheriands Thorn Cross. {(1954)

Nagh: Totos Meers (1940)
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