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Introducti on

Leverkuhn,

leap I see the same values

The
"Faustus"
quite simple, and I find them exciting, 
without objectivity, 
undertaking.
"Pandemonium"
destruction.

This is an 
Baselitz.

and the paintings of Georg 
the core 

The book is the 
composer, Adrian 

who

essay about painting,
It is also about the ideas contained at 

of Thomas Mann’s book "Doctor Faustus", 
fictional life and career of a German

in the first half of the 20th century, 
announced to his friends and contemporaries before he died 
in ’1940’ that he had made a bond with the devil 24 years 
previously which had infused and brought forth the 
extraordinary music that had earned him immense fame and 
respect. It is the pivotal 25th Chapter in the novel in 
which the devil visits the composer in Italy and discusses 
the business of creativity, eventually persuading the young 
man into a alliance to devote his music to the devils-hand, 
dispelling the self-criticism and doubt of the artist, that 
I am concentrating on. In this chapter lie a number of 
notions on the generation of artwork, relating in this case 
to the conditions in which painting operates.

At the risk of making too large a 
in the arguments held between the devil and Adrian.Leverkuhn 
sees himself chosen, and why he has been sought out, but 
once these have been established, he is convinced most 
enthusiastically and testily by a cocky and cunning demon to 
allow his difficulties in creativity to be rescued. After a 
lengthy discussion of the rewards and drawbacks of the 
"artist-nature", we are never actually told how physically 
precise the offerance of Leverkuhn’s work to the devil’s 
hand will relieve the conditions of its exegesis. One thing 
is known: Leverkuhn has been visited and offered and has 
eagerly consumed the notion of immanent confusion and 
insanity by accepting the failure, the lack of control his 
situation deems, and for the next 24 years charts a most 
spectular rise and achieves the heights he has aspired.

reasons why this essay is attempting to deal with Mann’s 
and Baselitz’s work as relative to each other are 

Baselitz works 
the furtherance of painting is his 

In the paintings since the early 1960’s 
series his painting has progressed with its 
His agressive disharmony is willing to brave 

any risk towards the future development of painting. 
Success and failure go hand in hand but in a sense the 
failure, the fall, becomes a necessary ingredient for 
progression. The inherent superficiality of this attitude 
to creative activity is as I see it the most underestimated 
value which painting can attire itself with.
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PART ONE

GERMAN PAINTERS



Modern Versus Historical in Expressionism

It

go

First,

are

smugness stemming from a c 
Progression has come this far and 
boundless pleasure, treating within 
and aesthetic masquerades. r"’ ' 
pessimistic view surrounding creation 
desperation and passivity which r---
reaps benefit from some kind of hidden authoritarianism, 
is familiarising us for what is yet to come.

some
us for what is

A painter like Markus Lupertz, seeming to celebrate the 
obselete by unearthing and repeating emblems from history 
simultaneously echoes the futility, the tragedy of original 
expressionism. His standpoint seems to be as a retarding 
and backward looking obstacle to the situation he has found 
himself to be in - a wail in the void of the future which 
beholds mockery and mimicry as the un amen a s o.

On from this, it s almost as if the neurotic failure to 
further leads back to history as the mine from which to 
excavate abandoned styles and appropriate them. There are 
terms like powerless’ and ’entertainment’ sticking to the 
norms like avantgarde’ and ’subversive’ where icons and 
items have been rescued from history’s store to stir up 
utopian thoughts in this historicist image melancholic and 
infantile in its reaction to ’historical failure’ and its 
abandonment of the frictions and contradictions of 
Modernism, some definitions are needed in front of 
examinations of individuals and styles.

the spinning collage of Modernist fragmentation, 
involving the laying bare of experience, voids, 
contradictions, and the confusion of the irreconcilable. 
The images are shattered, raw and truthful to experience. 
The Historicist image is opposite, with an illusion of unity 
and totality, the synthesis of historical determination. 
The definition of these terms and their acquired distance 
from each other relies on authenticity, whether you believe 
in either, or both. The truthfulness of expression in 
Modernism comes from the immediate, the startling and 
arresting image, its contradictions from within humanity and 
from where it lies, on view in an art context. The 
Historicist truth is guest of the authentic, determined 
feelings of domination from what has been done befoie and 
proved to be right. You can’t argue (why should you) with 
that which by its proven correctness dispels the present and 
belief in the future.

bXra“v: “-v °fu J-’1” cased in a complacency, a 
comfortable position of success.

- —d can allow each practioner 
--1 a pluralism of meanings 

This can be taken with the
— *-.1 in a climate of 
generates, indulges and



Current German Painting

It’s

but this is 
arti stic

a
I n

the personal expression of history (with 
allegory) which results in 
tradition, an < „

The whole idea of painting serving the purely historicist 
purpose of producing images in terms of the classical past 
will be regarded as too retrospective as long as personal 
expression is similarity regarded. From abstract or 
avantgarde position everything seems backward-looking.

■ ’ ' ' ' ’i or without
,2 ' i an exploration of modern

exploration hampered by aesthetics.

the radical as doomed to
——i it set out to subvert.

, - problems surrounding
ese problems of expressionism

, inability and the fear

present us with a bad dream of
~ traditional standpoint of 

of reality presented and 
essence a standpoint of

■ ; for their own aims.
the German painters have become 

attitudes. It’s rarely seen that

expression. It is an old view - 
failure and absorption by that which 
That tends to mythologise and muddy the 
progression and creation. 
and historicism fuse in frustration, 
of failure.

Contemporary German painters p--
history in a way which avoids the L 
classicist negation in the illusion 
its invented naturalism there is in 
the future as history. It operates with an intense*and 
some times quite seemingly obsolete naturalness which happens 
at odds with the abstract aesthetic. Regressive and decadent 
it may seem looking through from a formal ideal, 
a situation it is operating in where social and 
directions have not been established.

Where the abstract past is transcended, and the potential of 
naturalness is allowed to flourish, a Faustian situation 
blossoms. The uncertainty in naturalism gives more of 
clue to the future than the certainty of abstraction.
German painting you don’t get the claims of heterogentity 
through the natural aura and presence of historicism and 
allegorical painting, as would be expected when the abstract 
past is consciously denied. There is a personal, dramatic, 
libertarian intensity in the work of Baselitz, Kiefer, and 
Beuys and an intention to use allegory without being afraid 
of the consequences of history, partly in search of a modern 
tradition and authentic identity in the world of allegory.

German painters expressing their German past are looking for 
trouble, and despite claims to be evoking an awareness of 
history’s power, have been daubed as rightist. It might have 
as much to do with the ideology they are exploring as the 
fact that the propogators of fascist ideology used similar 
allegorical methods as precedents for their own aims The 
totemic sturctures used by the German painters have become a 
scapegoat for their own



Fascism and alchemy 1. Fascism

emblems and desires of fascism 
’reconciliation of knowledge’ 
and transformative sources.

their use of materials and images 
of intention, and should reinforceconfirm their confidence authenticity's images of redempUen'and'honesty^M'e"1" 

remain as present as the 
aspect coming from alchemical

The fascist aesthetic is a language, and in the case of the 
German painter has a relation with his/her origins far more 
meaningful than the languages associated with aesthetics. 
The language of abstract art becomes in this situation far 
more easily justified when it is used in the painting of 
themes ranging from awareness of a nation’s past to sexual 
frustration and submission. Anselm Kiefer suffers the 
associations of nazism due to his thematic language and his 
desire to rediscover and transform the past. Georg Baselitz 
becomes similarity afflicted by his discovery of failure on 
a more personal, human level and his preoccupation with 
bodily and painterly destruction. Their destructive 
painting processes lead to an awareness of extravagence, 
endureness, horror, death and ruination. It is not negation 
for its own sake nor destroys for negative purposes, but is 
serves all the interests unfortunately condusive to fascist 
titillation. (1)

Baselitz and Kiefer share with Albert Speer an interest in 
the function of the ruin. Speer designed his third Reich 
monuments to resemble roman ruins after centuries. He saw 
everything bar the tomb to be artless and designed with 
masses of people in cultic formations in mind. (2) 
When Kiefer is not directly using the solemn architecture 
left over from the Nazi era his use of architecture bears 
witness to the destruction and death of modern settlements 
by mythological forces. Speer would no doubt have found 
Kiefer’s work fascinating, not so with Baselitz s. It is 
the indistinction between the natural cause of death and the 
artificial death which comes out of a preoccupation of death 
which gives Baselitz a nearness to fascist thinking, the 
same kind of nearness Kiefer provokes. The yearning after 
death and the justification of the ruin is a feature common 
to these 2 artists, but it is a lack of awareness into their 
transformative aspect which unfortunately brings on 
allegations of the glorification of history, and of 
egomania.



Fascism and Alchemy 2. Alchemy

and animal imagery

to

PaintingCultural Pessimism in German

Fracture Paintings’ 
*“ and imagery become

It is not a free interpretation of classical 
but as an honest means of 

i fractured and pained vision of 
relevant to his country’s history as 

/ of his craf t that Baselitz’s
and denies the realities and progressions 

and acceptance to painting’s model for

Metaphor and allegory in the sense of alchemical use come 
through more strongly in Kiefer’s work than in Baselitz’s 
but in the letters it is more to do with sensitivity and 
worldview than the purposeful explosion of traditional 
vocabularies. 
symbolism in a mimetic way, 
exploring what must be a 
disunity. It is as 
the progressive history 
painting fractures a 
expected for success 
the late 20th century.

On the surface this
an opinionated stance on 

- ---- j painting .
to the parallels of
-- - j fracture paintings .

The mirror of Nature, the guide to the knowledge of matter, 
the secret sources and transformations and the link between 
individual and whole comes out most strongly when the unity 
is actively destroyed. If destruction is transmutative, 
then the destruction of the image of the body by Baselitz 
and his further destruction of the picture point to 
non-fulfilment as indication to the scope of his ambition. 
Non-fulfilment is a seam running through Max Ernst’s work as 
strongly as the ouevre of Mann’s imaginary composer A. 
Leverkuhn.

Baselitz’ painting fits in with the tradition of Western 
Painting, it continues it by means of predominatl. 
figurative, non-abstract motifs. He’s more interested in 
freedom in description of a figure or 
motif involved. The figures

As a painter Baselitz finds strength in painterly 
transformations, particularly the ’F-- - -
executed before 1969. Here paintwork 
instrumental to transmutation. There are traces"of abstract 
painting and a predominance of human 
pointing to demonstrative interest more in the mental than 
practical approach to his art. There is obviously a paradox 
in the continuous presentation of images where the image is 
conciously and repeatedly destroyed. ~ 
appears as illustration coming from 
the roles and appearances of figurative/abstract 
Here an insight can be found as 1 
alchemical sources found in Baselitz’s

more 
object than with the 

and objects speak through 
Palntilg'JTlngu.ge rather than th. l.nSnaB« of ,ation
they otherwise might be pinned down by. Particular to

abstract motifs.



theanswer

The ordering of the past by 
either the establishment of

> a 
provincial art.

reassessment and
These works and

^institutionalised’ 
reflecting the past, the trZdition^of °nal"
being identifiable with a time or Z exists and^b • 
conscious use and abuse can be seen as disptayi^T 
progressive or regressive tendency. PJ-aymg a

any need to 
it led to a 
the pressures

alllwish slnced1969,"hJahar'l^“t°“^t?.cl'"8e habitually
„pa.tadly pai„ting a
— " ’ “e traditions of narrative and object
------------------------ 1 a time or r - ■

can be seen

Morbid memories, existential fear, and a sense of 
limitlessness preoccupied German painting immediately after 
the war. The country’s isolation in world affairs while 
being in the centre of Europe created the foundations for 
the re-emergence and recognition of its art reflecting its 
spiritual and cultural lineage. These artists felt 
unshackled by the war, free from the expectations and 
progressions of art production by the horrible and special 
qualifications their shattered country held. There wasn t 

probe the boundaries of modernism anymore, but 
search for the country’s heritage which avoided 

or regression and negation.

The denial of avantgarde painting led^to 
rediscovery of traditional, px wx.-cia.. ; - -7
Painters had embodied the Northern spirit m German culture 
in their woodcuts, etchings and paintings and were eagerly 
fed upon as source material for art of a stye independent 
of international uniformity. Even major arti  
p .. 1 inn Friedrich were cited as importantCezanne, Munch and C.D.. n (Nordic) provincial origins
in fluences because des?^e ^ion due to their artistic 
they had attracted universal aa
Power.

Baselitz, Kiefer and Lupertz in their time

a contemporary painter points to 
aUtJen“C20t‘hOr atPer7sive deJl^eto°comeV?o1SmSawithtthe 
past. In 20th century German painting, investigations into 
cultural history try to place the awareness and experience 
of post-war Germany in terms of ’disjunction and 
continuities’. The cultural pessimism is inherent and 
passes through the references and concepts of historical 
time and progression. The pessimism is rife in all motions 
of populism and its dire political consequences. In the 
case of German painting and the work of Beuys and Kiefer the 
notion of the end of ideology comes out in a response, a 
transcendence of the style of the time and an answer to 
expectations of progression in painting.

as displaying



to

art.

This adds to 
situtation,

It can be said that the recoil < ‘
,a romanticism of cultural heritage,on 

of their
It’s confusing,

because in 
journeys i

There was no shame in this identification 
temperament and German origin, rather an • and challenge the precendents of a Generation S 
post war German painter (Baselitz) had become 
international language of abstraction and 
no longer become concerned ' ' 
communication of experience 
in pluralism coming from the 
avantgarde painting had to be 
by the German painters.

, . off this attitude leadsoveremphasis on a romanticism of cultural heritage, in the 
sense of their looking for trouble’ in their country’s 
past. It s confusing, but there’s no romanticising going on 
in laying out of memory for purposes of illumination. 
Kiefer, commonly accused of this (glorification of the 3rd 
Reich monuments) , has happened upon the idea of art being 
able to change our interpretation of history. His peering 
back into the present history of the German nation has found 
no destiny, no solid progression which entitles a prevention 
of the terrible events of it’s recent history. There’s a 
demonic will, not an ability for its own sake, in Kiefer’s 
thesis and the means which he allows it to propagate. He 
has found that the isolation of Germany’s heritage after the 
abyss of the conflicts provides a levitant status, aloof and 
transcedent of the posturing of internationalism. Lupertz 
too invented his own painterly means to provide the freedom 
he felt he needed to elevate painting as a hymn onto itself. 
In his freedom he becomes the hero to generate the golden 
light of grace around the joyless world.

with the Northern rather an impulse to ignore 
generation from which the 

of = L------ orphaned. Theabstraction and expressionism had
— J Wlth specifics, with

and suffering. The developments 
prevailing concepts of
gently and carefully ignored

The fall as applicable to Baselitz, whose agressive 
disharmony risks him and puts him at a precarious artistic 
balance, is necessary to him, to the future development of 
his art. A need of redemption, the admission of something 
Painful and the willingness to brave any 
towards his particular vision of pro0ress. 
habitual colour and form harmony,might^seem 
abhorrent and tampering

an insight into Baselitz’s and Kiefer’s 
a Faustian stance of declaring to the origins of 

their future histories ’in all things thy equal’ (4) and 
that they are not about to examine their situations from any 
inherited disadvantageous position. Declaring an interest 
in their histories summons up all sorts of possible pitfalls 

a a modernist environment they are embarking on 
into history, sacred, untamperable ground.

risk are imperative 
Destruction of 

i on the surface 
“^uxuuai colour emu jism for its own sake, butabhorrent and tampering with .tjf priveleged desire for 
e has granted it to ims action with the acquisitionoriginality, rather a dis-satisia alienation, he

of artistic terms. It s an to°expect homage as to
gives himself absolute y ” °and often not the merest 
what artists have done before, 
acknowledgement.
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PART TWO

DOCTOR FAUSTUS



the Hour-glass

sand

it is the measure

of FailureDurer ’ s

of wretched failure in the best human aspirations.
is the unnatural medium, distorted to

an outward power in which humanity moves and
"devi1’s-time" 
euthenasiac matrix, 
develops unnaturally. (3)

of the Faustian ethos
It is what is spelled out to 

visitor as being the vehicle of greatness, 
realised in the grandest terms.

the tragedy of humanity 
Its scope is the

of totality 
what is yet to come.

-Time is the actual thing, the best 
houre-glass :(1) 
insight into the nature of his 
Adrian Leverkuhn. He first uses it whp: 
distrustful host as to the nature it^hen 
The devil skirts round this issue 1 
dissertation on Hell is unneccessarv as 
of the hourglass while already sand" trickin 
The insinuation is that the boundlessness f 
worth worrying about, and that the halfll °L 
Leverkuhn s time is. An agreement, is goine i °^aSS °f 
concerns time, the granting of it and the LoL• L™ade’ „and ib

is the actual thing, the best v 
) - so does Thomas Mann’ 

visitation

This is the first sequence in the dialogue a ■,

set alongside the tragedy of Germany, 
limitless, effortless creation comparable to the meaninglessness 
of individual life. The way Mann has the devil granting time and 
fluid harmony to the composer points out the antithesis; the 
pointlessness of human life, socially and personally, the reality

. The
a

Time, the Tragedy,

’Melancolia ’ , the Strength
d together several clues 

Leverkuhn in mocking the devil has (5)° The Northern
„n the devil’s terminology and re e,, seqUence of time through 
yearning after the warmer South , ■ poser’s training in 
he hourglass, and referring to the mingly precede the 
heology and gift for mathematics, ss totality out of
elusion of the ’magic square , -. 
tmula, and some correct hint as

-e’!idl;i?nd our gift the
He first useslFS:™ "P°" “

to the nature of Hell9 1^Zed by the
by explatnd a discussion on it.

y explaining that a 
contemplation of the end 

through the neck.
hair L satanic time is not 
naif-empty giass of 

going to be i 
and the description of it.

Time is the centrepiece 
of suffering and degredation. 
Leverkuhn by his ___
aspiration realised in the grandest terms. His visitor is 
supernatural , powerful overtime and master of its procedure and 
outcome. Time in Faustian terms applies to an independent an 
remorseless machine which flattens, levels and destroys all 
Personal plans and wishes, all singularity, personality itself . 
(4) The despair and the impotence, the inability to move an 
operate successfully correspond to factors a .a*"f the 
this case. The Second World War and the evoca^i ig
Northern temperament include themselves eVand = eans and
important to this particular Faustian wor. , 
Practices of art creation and their time.



Adaptation and Mimicry

Draught"
Heating of the

thr

worthy of the 
-i’s gifts in

— and that he is 
a metaphor 
") sucked
to

gifted <
Ranting of poison (the 

r°ugh a wound.(8)

It must be discussed because it is the sterility 
to do something for it’s own sake.

"Cooling

Parody and intellectual 
seeming to 

the world and

Uncertainty, the strength of liability to do things with the usa\p 
because of 1 + , + > „ —e °L Pain,

mockery.(6 ) 
be 
being prepared

is an ambiguity in this, 
rT’h t cf saturnin 
state of mind 
you cannot 

3 will touch c-- 
of uncertainty.

The relative
I’ has across the 

fractured reality, the __ 
the brushstrokes and etched

generation of artists who rely o and juggling with what
sources solely as a means oi repr mores of contemporary-
are perceived as the prevalent, e year old German
life. In the Faustus world of the i iod of time which solely 
composer it is the devil’s offer ° astemming from ability, 
forms a remarkableness of crea ivi . e pandering to 
ability unsoiled by practice and re theology, works alone); he 
acceptibili ty (Leverkuhn, student diabolic stimulus m
been sought out due to great ta en , 
creation.

—1 dealing with matter, in• + to do things with the use of pain, or stopping altogether bH1 y itj has it’s antithesis in _..d luu

an admission, that while 
very good terms with

case was 
hints
i a higher power 

There is a -u~ 
cooling draught 

reference

has it’s 
Parody is like 

the contrary, of being on
to do nothin about it.

A great gift.
of being able to do something for it’s own sake. Painting, for 
example is a tremendous force (and a private disease) and if it 
can be evoked free of skepticism and intellectual reserve it has 
an ability of unknowing potential or merely an awareness of an 
empire of mediocrity. If adaptation is a symptom of progression, 
that being an ability to do something in an acceptable fashion 
and reflective of the prevailing worldview, it becomes mimicry, 
clowning and entertainment.

Iatlure. The kind of 
meditative 
is failure, 
presence J-- 
fibres c_ 
redemption. 
-Melancolia 
in the f 
from

troubf sbating that leverkuhn’s
Conn-, intervention the devil

OS1tion have been granted from
enough to be angry. (7)

This is a

suggest melancholy 
an embodied
itself - its nature 

but its
the reedy 

own
Durer’s 

characteristic 
emanating

using Durer 
e • ' 

produes 
consciously 

everything it is - 
Any uncertain!

inactivity versus 
J-’ centuries 

conscious 
marks of

.—r to frailty with .
nothing in i_„s_x 

create failure 
is associated in with

‘ y will seek its - 
activity in found it’s 

destruction --
" Georg Baselitz.

A Little

quite 
that the man

of the
on by a serpent 

the cause of



A

: 24 Years of High Spirits and Melancolia

The

illusion, the
! a lord

fit within the scope 
time and 1--- „

s bad seed
. > to be
comes back to 
~ that the
—• His state 

needing to be

nes> Photo 
meagre e 

ironic and

for movement over 
J creative stasis.

and creative

sensitivity) 
encounter with a 
d poetic reference 

career is the image of 
devil ’ r ’ 
ability, 
. It 
angry" 

and ruined.
illumination" .

physical afflictions ( 
syphilis

Running alongside 
" 4-1 J man’s

syphilis 
1 of the 

; of it

"Devil’s Fire" is the only possibility f paralysis and the sole factor in avoiH-f°r 
little "heating" should provide the elatf C 
intoxication and extinguish the etlpplS‘”„alya. s

Countering the spell of paralysis with devilish 
forces of creative rapture behold the artist living like 
and astonishing the world as a "great nigromancer". (10) 
Metaphorically speaking there is an image of the time of art 
being produced as being "divels-time" with an end as unviewable 
yet fixed, and to be terminated, and the endless depths inbetween 
in which high and fruitful periods will develop from where 
important work will be plucked. In these periods paralysis is 
forgotten, proper stature is achieved, the worker can "rise out 
of himselfe" but remain the same, untranscendent, convinced the 
like hasn’t been for a thousand years.

(migrai 
in a 

the
sexual „„ 
bei»g the 
artist’s 
admired.

enough to be
1 soiled

hand-over-head pfalysed’

"Bedvilled Time"

_ lld-O HUA v .

-tb ot

°f history, into images o landscap
colossal sense, serve to map bngodlike depth^ 
v°id he has sensed becom®s,istory en'er^Loiation, 
suffering, a nightmare of h The des _
glorious stories and s^JlCi-iy scale Pa 
Poetical, personal and ° . The
humanity and it’s operating

In the history-sensing terms of. ractured heroes^there is
humanistic terminology of Baselitz "artist-way" and
room for excess on both sides, ° d jt’s potential
"artist-nature" in their description o -tes the prospect of 
for opposites. The reconciHation °d °PPthe accordance of 
’redemption’ through love and know > whole aspect of the 
artistry through alchemical aims an of the pendulum,
artist as philosopher fit within Je flective of it. 
operating in its own time and bemD

Leverkuhn’s 
due to his contraction of 
prostitute.(9) r 
to the poverty of the young 
the poisonous draught of r 
planted in the healthy soil 
returned to and the blossoming 
the devil s reference: "gift ] healthy aspect of the man ha! r 
of mind will deteriorate and hbeen 
overcome by demonic "b-- - . Dec°me

■ oat reverence and 
Kiefer uses his materials t0. fas40"f sent with past, wh®” 
importance to the juxtaposition |nt meaning, and e 
materials had a more authentic, along the pa

then as ’history-seeker’ points^ triumphs and failures
alchemical freedom. His flig and humanity m choiy, 
of history, into images of nah landscapes of me 

sense, serve to ^.^"^ike depth of o r 
has sensed becomes ry emerging ° ion, on a more

, a nightmare of h The desol< elitz’s version of

familiar as embodied by



to

Private DiseaseDisease,

The devil, having 
ng his treatment <

s of
°f heroes
every

health 
pen'

and the manneristic 
dulum 

diseased, 

curse 
real 
in a disharmonious

cohabitant with the "honourable deep" can be 
an historical level of mass consciousness or 
attribute ("nothingness, desolation, barren melancholy"')' 
pains must sufferingly be endured, gladly paid with pride and 
pleasure, for "what he has so much enjoyed".

that the 
"lameness 

barriers.
of metaphoric 

by a s 
elf of debt 
j and isW A x x , 

Baselitz_
hims

it.

alongside the bizzare, 
In the ’Pandemonium’ 

of disunity, continued 
Psation and discovery in the 
mannerist pattern, yet imbued

Read as metaphor, the parallel depths - the lofty thrills 
.............. '"' ’’ " seen as relating to 

as a more personal 
. The

swings like a
°f the sick and 
presented the „lofty thrill 

Paintings destruction in

°f forms r 
destruction 

there is 
the

Type
with

Whether 
suffrage, or i „ ------------ _
flesh, there is the vision of

their scale is that of a naf ,a procession of bu..„“^ “Jf—s of 

lid grief. Positioned as the n'.jTeP/eU ’ .°f
accusations of inflation and the J J mouthpiece", the h 

their own disease must be borne by th'eS °f-fallin8 victim

The metaphor of the source of the pain and disease is elaborated 
when the devil chillingly conjures up an image of viruses 
swarming over centuries of human achievement ( swarms of animated 
corkscrews") and operating as catalysts and necessitates to th 
human condition.( 11) The infection of the evi s t tQ
provides the disease, here illustrative o Prl' gainst it and 
the world, to the orltlols. of it >nd reb. 1 o„ «ga nst >t a„a 
refuge with the 'Free Spirit" in *°°^hon“ of the
not the vehicle or impetus for sen . a contrasting 
higher world, but puts a critical rept the syphilis which
humanity on a person. In this case * which is of remark,
rots away the innards in terrible ea c fjery process of 
but Leverkuhn’s cerebral condition, the brain,
meningeal deterioration, the virus a

nation’s c----- •
reduced to

inspired r*
- scourge of

- ------- > artists.

treatment 
the 
series

alongside 
: "New

line and brush-mark.

devil as "the place
Feverkuhn’s brain has been S.S“U
°f incipient illumination > the "workroom . past by
and finely circumscibed and n d in Lever^ t0 develop to the
ones". The devil, havingin the dTt the condition will
limiting his treatment and al puts it that and halting ,
stage of imminent deteriorat ’ conquer la" Abandonment of
enable the composer to soar, d moral barr , oric negation, one 
and be able to abolish doub ‘ chord of me tion. A painter, 
these moral barriers strikes a d by a sit ltleSS honesty, 
that is self-willed but conditi^ lf by
inviting the energy to ^o a kind 

y the shock of having rtivity> W1 , 
to justify their art and a doubt. 
otsease" surrounding se onto 

Rawing failure passionately^ 
and was predisposed 0

elf as

ituation.
, and by the need 
expectant of the 

disease is himself 
if he could not bear
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composer 1s

An
to

Inspirational Rapture, Sickness, Madness and Death

In Doctor Faustus, at

sely souls!

And a rebound:

dog ’
do nothing!

If I could 
of

* — a man can 
would happen! 
for I am a son

ones"

"mad healthiness 
He contraposes the

That I call new 
■ cheeks glow 1_. 

when

used by the devil 
is the image of the 
cerebrum where the veneral ’

- -3 stealthy work". An inabiH't 
the brain without osmosis "

It is the brain which 
forward to it, as if (-- 
welcomed, and expected.

becoming the disease, 
fail becomes a desire

F^'stUare used by the devi^in his del8^68 fl'° 

^/leX^he^ 
boundless stealthy work". An inabUu^i 
reach the brain without osmosis "paving the 

mirtfes • 1S the brain whirb ° 
looks forward to it, as if any form of^ the 
t0 be welcomed, and expected.
Faust’s Mephistopheles (12) who 
of help and advantage to the good doctor” 
aim of ruin, is an echo and a --- 
the madness of the strategy of

rorn the composer’s 
thrn °! the disease.

-
y f°r the "little 

way for the 
the visitation" and 

initini~-abn°rnlality is 
initial invocation of 

summoning’ to be 
---ng the ultimate 
brimming disease,

gapes at
The k’*■pro§ressive The basic, initial 
appears after ’r— 

Precursor U^hr^1 
destruction.

flat and stale! Oh, 
there but a war, so 

Heu’!"n/ood style! May

The schizophrenic nature of the ’fracture paintings’ and the 
velocity of the remainder of Baselitz’s ouevre is Llf-evident 
It deals with imagery, in a way at variance with external factors, 
and at variance with its own conditions. If the death and 
negation in the methods of attack and variance become productive, 
lead to an upward movement and a healthy appetite for change and 
regenerate ("the flora grows so rankly, in such diverse colours 
and shapes") (13), then what is sick and what is well in images 
of sickness? Baselitz’s charting of the ways of sickness and 
death in the ’ Pandemonaic ’ series have led the way of joy and 
life much further. These works have the illness and madness 
needed to differentiate themselves and their author the painter 
from the norm, to make a cleft in order that the normal be 
defined. It is when the illness and madness becomes and 
including factor for it’s own forms alone, its own exegesis 

that there is trouble, the neurotic need to 
to destroy.

in the dialogue, the 
3, the neurotic 

questioned by the devil as 
---e metaphor of

rapture :

Am blissful! Am beside myself! 
Seething bliss of inspiration! My 
am raging, you will all be raging, 

OC1 succour your poor sely souls!

_ life, when a a dog s lire, 
that somewhat 
hell Pity me,

In Doctor Faustus, at the still early stage 
nature of illness defining the sanity of thers 
rapture of healthiness and failure is <„ 
being a simple "mad healthiness" and a mere..- 
melancholia. He contraposes the two opposi >

2-i and great!
like molten iron! I 

this comes to you! Then

then,

”0h, 
Here
pr°ak in ;
Hell!"(14)



Sparkling Unreflectiveness, the Devils

Where nothing is there the Devil too has
" (15)

of

His

(16)

s 
“of the’dialogue, 
musical t------ -

to
is the 

Leverkuhn L

In an 
importance of the creative act. 
reaff irmingly, of the opposite to his own 
talented and sought out:

historical statement the devil hinges the entire nature and 
He tells Leverkuhn, 

case, that of being

Enthusiasm

analogy 
in it 

ends

critique, paralysed by 
of reason-

"shining,

After
£law-U
W1th a

taking over, and the It is a
, , , . , and mystery wouldquite cold, a plain analogy of the ry ’ 

Using the devil as a simile for inspirational 
is as old as Faust itself, but with or without reference to the 
specific arti.sts being evoked there are some powerful ideas 
coming out of Mann’s demon as to the setting free of ’knowing’, 
the "morbid and healthy" creativity, the devil’s true rapture. 
He makes nothing new in itself, he only sets free: the devil 
becomes awareness, aware and being able to use the ’gifts’ for 
furtherance of the aims of painting, the path of knowledge.

this, using reference 
ss composition, there 

m°re favourable

"Where nothing is there the Devil too has lost his right and no 
Pallid Venus produces anything worth while!

Lameness, scruples, doubts, chaste ^“charmed off, by
devilled away. Fatigue of creation is a devil explains
inflation’ of the person and their , „ssical time" in the
at he does not offer the experience o tdon of history,

Way that this affords a ’wholeness in Pe . offer is that which 
^th it’s joys and pangs and final end. His
Las not been tried> genuine inspiration.

Here it seems as i f the imaginative is
Of the strong metaphor is on the wane. Tt^il rXphor^IlP°Wer 
dialogue and without the element of fancy and mystery would seem 

ups and downs of creativity.
--------.—1 impetus and freedom

" .j

’••Primeval enthusiasm, insicklie
°ught or by the mortal domination

snStrUCtive criticism goes, and JT ^ess" • 
pai?kling, vainglorious unreflecti

- the elevati 
fgcription of hell, of the ends and" * f°retaste 
de embracing the joys and pangs of d rewards Of a i ■ Ph ® eventual 

SeoUa’. "ether or J
"tivities of the artist, the maker i lncluded in this hu 

diabolic from hell by nature and stiblema^ With the’ 
he madman. In the devil’s estimation Tf °f the c^>ninal and 

generated to learn and understand the wav ?^tance’ wor* 
madman is true creation The creations of Le r Criminal and th® 
Kiefer ( criminal ) and Baselitz ("madman" German artists 
diabolic description, by these criteria. str°ngly appeal to

„ and that composer’

being taU°
theory by



The Forbidding "Style-Garment"

The HonestyInbuilt Distaste of Serious

The way in which 
took a respected musical

. _oC|uction, 
who refuse

tempt 
supposed 

the
the "master

the late 
he states that 

conditions

general 
uevj.1 
n’i®icry 
?mp°ten 
to th 
1970’ 
ser| 
dispi

of the absolute 
, . ., ,- -----3 holds for but the emphasis is the sam^

Procedure in

The analogy of musical form, 
synthesis of compositional geninTT ?us°iute and • noseial terms, but the e.ftS" s‘; ■ t«r or? u 

the surrounding layers of homage and n Same’ Can be applied t 
today. Leaving the understanding 0 in ^Positionin mass acceptance, being inspired t h to do- overcritir? 
the courage to do so, without the former^ J?6 P&St and ha^ng 
devilled away points out the devil>° ™ Lg°dly spectre being 

& enthusiasm. °

. , n.iie for example, he leads Self-deception: in the work of avl nossible outlet for a 
us to perceive mediocrity as the on supposed to find thismediocre stimulus, and we are therefore suppo . . , . 

highly ironic. Real analysis 
over here, it doesn’t seem to 
question is whether or not this is 
Faustian terms as the German Painb^ 
in the face of the past. The pr® 
interesting neccessarily just e 
of history, but having th® deceI?^„ ' 
investigations of source-time a

The two German painters are not alone in their task. Penck, 
Schoenbeck, Lupertz and Immendorf have seen the seriousness and 
the consequence of their country’s legacy and have taken 
historicism at its most imperative. But the neo-classic and 
avantgarde historicists, particulary in the U.S.A, and Italy seem 
to make a pretty decent career in paintings about painting 
history in the age of high modernism. Seeking to become master 
of irony by reflecting the blandness of today with dignity is 
pointless, it doesn’t even get as far as being self-destructive.

the only possible 
therefore

, analysis of real pain is brushed 
be interesting enough anymore. The 

indicative of powerlessness in 
analysis of powerlessness 
doesn't have to be more 
it can be viewed in terms 

' to be honest about any 
-time always seems preferable.

his visitor.how he took a respected musio i^Ven’ confidence ingods prompting1 idea or 7 notebooks 
situation of no possible iL lnspired tr> and with "lustrate 
mandate". The devil here °Ve^nt" r^°und lt\ Scant 
reverkuhn into aspirin? n „ tpying Dec°mes a n to a 

t: be incapable o? k° 
understanding too much to do-0' t« ,h‘>■ God 
and giver of such rapture". ’ and °nly the "leaves

1 J- is

y in style acceptance and continue their work , 
the-*^. ’ being honest about it. In comments wholly reflective 

>s climate of pluralism occupied by art^
’ and with reference particularly to Kief • 

at °rk wh®n it comes to light under these c_

effort and distaste". (1D



Art Becomes Critique

to the honest
The canon which adjudicates

With 
ere 
thesis 
jesci_ 
use •

is not 
The 

l_2i leaves the concept 
sufficient" form, abandoned

the idea - the 
of history.

an age 
in one’ 

artistic
* to

sincerity
-cy to

inside of a 
to each mark 

’s motifs as 
create their own 

' 3 O f
cial realist 
of t 
out

we see 
emblems 
of the 

fascist 
Ightforwai 

background, c-

"uncontradictory" sound, which 
-~r be reduced.

author exhausts their 
forbidding canons for

nition becomes too 
eduction, a ■

a time where the 
to justify, 

distinctively.
-jalism
lf-S ‘

Technical horizons, no matter how outstanding the specific weight 
of individual aspects, have lost their gravity when used, even in 
the most magnificant forms (here, Beethoven; the diminished 7th). 
The use 
renders 
depends

,nV compos

\rl< ln 
;°fficuit 
judged 
form"1 
"sei 
art •

widespread knowledge of every
,ative canons, "tone-formation" 

•3 as the factor which forbids 
riptions, he advocates that 1’

Any composer worth their salt 
themselves use of any musical value 
knowledge of musical composition. The "C 
censors to the honest composer the false 
cliche. The canon which adjudicates falsities 
work, but the guarantee of sincerity it will prov d "lo 
mantle of traditionalism and obsolescence. loses it the

Possible UQa zs-p

thei:oSr^8' 1
— canon of the forbidden" 

> the worn-out, the

" hesitation in the attitude 
claim on the author that they 

which their work may 
art-producer be this range

with courage and 
everything that 

the huge and dangerous 
being a fact, one 

kindling the young

by a historical process of any musical form irreversably 
it obsolete, lost. And if the judgement of a composite 
on one single element (chord) due to the time-factor in 

musical appreciation, then what is right and what is wrong with 
the completed work depends on each 
provides the fragment to which the entire piece may 
Therefore in every musical bar the ’honest’ author ' 
ability for execution, given their own 
Production.

The 
to 
do justice 
It lets tk_ 
solving technical puzzles; 
ot Practice, 
in ependence are necessary. 
’'Ul ever be produced, the ~~----
^ope for "uncreative" working practic 

lowing the devil along the scope 1-- 
cemposer’s work.
Tran. r the chord’s place
SvluP°Sing Thomas Mann’s use ot tn her down, 
whj ,°ny> to a painterly motif, aa Baselitz 
ind? makes up the description, w ■ blems which 
orf„Cators of attitude, manneris , fche conventi 
Paint*-18 ’ They are not ’critiques or so
irnPerat ’ n°r homages to ^ishtforwardness ■
devasTtlVe to tackle the stralg~,ind, emerging 

hation of figure or

hard •
•*»!• Wlitreject8
---- solitary artisticS °*n capabilit

“ condusive to ?Vlt^ becomes”
neof ttanCipati°n’ of^0" Which can be 

°f the honest "m pastiche and 
-J in thr an r -Piece", tS anks of traditional

resulting self-criticism and moral
composing art presents a severe “"heir work may be seen.

~~ to it in every aspect to ' , be permitted to merely 
the capability of any art pro • „ jn this range

; "art becomes critique 
obedience and honour in 1

Supremely mocking 
devil looks on 

' :e as
for



and Moment in SpontaneousMeeds Harmony

Heart".Parody the "Despairingof History,

as
heights 

creator s—

the diabolical 
thought. The 
now be judged to

When 
the 
]<indle 
offers 
sequenoe 
rePresen

; heart 
—r and an 
upward, can 

As in the 
religi°us,' 

passion 
but the devil’ 
_ J qU- 

break through any 
Reaching the 

doubt leaves

too difficult> 
slraPle imagery 
ln.this case 
“ ln>age, the 
y of

es of

It is the middle ground, the devil’s "idealogical sickness" which 
contains the empire of scope for operation. The small and 
perscribed elements, themselves incapable of forming a single 
case, a single train of thought, the self-satisfied pretence of 
art as the make-up of several necessitants goes by the wall. 
Perennial codes of painting which have continued for centuries 
have led up in the preceding decades to playing around with its 
own conventions and has lately been it’s own main concern. It s 
all over. Playing with the forms from which all life and 
expression seems to have disappeared points to an answer, a 
regeneration, not a continuation of "centuries of accomplished 
unity".

The only ’rightness theoretically possible 
natural harmony generated from compulsion over 
devil cites Beethoven. But Beethoven can onlv 
be lost in history, part of a preciousness enL™ - ---------
has become a modern taboo. According to the princ^?3 a2?^’ ”hlCh 
harmony thus given, the life-form of the k P h .
Of pretence the superflousity and ornament di aUo^Z
modern practices self-critique) and fall away from the workfd 
too does formal Olori f icai ton, which censors, by consequence the 
fictional passion and suffering, victims of a time which accepts 
as the height of its transgression the entirely unfictional - the 
unplayed ’’expression of suffering in its actual moment".

preconceptions and ambiguitieg Jtlon bec-
a disharmony of meaning. Wh°; piain and 
is a ’diabolic’ harmony jn ,the devU

of marks destroying the bovT„ "g up the 
tation. lne normal!t

?an, the melancholic parody, 
0 history? Given the

Ration, with a 
ui arl ~ movement
can eC* with ambiguous irony? 
s metaphorically attribute 
cn„Uation’ the ’Christian’ 1 
emb^Uption thereof, but the devil s 
Useda?lng the absolute questionable 
virt- to break through any d°ubb® ' 
risi„OSity’ • Reaching the 'giddy

S above dnnht. loaves the

, the aristocratic
despairing hearr ational progression

broken history an an higtory be tackled or 
spiralling upward, ca n dialogue, if we

~ alliance with this
,-ith knowledge and 

dealS > passion leans toward 
urUh can be explored and 

’corruption of 
"self-admiration" by 

shuddering »"e-



TheologyThe

HELL

-

ament to the fact that 
understand death and to

of theology; theological 
Likewise, historical 

excessive, 
excess must be

be treated by being brought

no (
be?

soul" - 
and with 
there

red to 
o t i v e 
distinction echoes the 

disease 
faus 
life

on the work 
fitting end 
when the spledour 
■*’s ’madness’ those 

--------— ■ v3 mad ’ j

flinging itself 
Promises a 
-’s-genius,
—i composer „

healty in cultism. Such a totalitlri^lndpiece^the d : 

of barbarism, is Kiefer’s godlike stance in exactmeni. His ” 
treatment of it is the theological grasp the devil has on the 
religious. He is sole custodian" c^ 1 
existence is recognised only through him. I 
existence is only recognised through its most < 
paradoxical manifesto;- the disease of inhuman 
diagnosed in it’s cause before it can 
out into the open and cured.

4- which uplifts, increases the 
Thfprmination, preferably counter! 
de ferred to a virtuous truth. The 
Cective truth over subjective, pur„ 
° distinction echoes the same lack 
I11 and health previously given 

tian world of metaphor that c~-'■ 
than healthiness and steadiness

Mystic Passion of the Devil’s

- , about life you must 
heaven you are obliged

The image of a whole legion of youth 
of the diseased and morbid genius p- 
description of the results of devil 
outweighs the pangs, and thanks to the 
who have exalted the work need no ’ 
but healty in cultism. Such a totalitarian 

is Kiefer’s godlike stance in

and that number is not
scope

  own-------
the pay-off for the granting of 

everything ends".
consideration 
happens (18) , 
-o connection with time or the future

' • The " ‘ ■ '
unbelievable"

- -a. K4cd hell 
fife, 
the " 
Unendurable .

feelings of
the moral
virtuous truth
ofXHerience’
V^^tion

creative disea^is

night and
angle; will be 

given to mean 
The fading of 
between

of life in the 
more dear to

A thousand times ten thousand metaphors for hell can be squeezed 
out, and that number is not significantly reduced when the 
meaning turns its scope to fashioning situations of creativiy. 
Everyone has their own secret symbolism; to Faust, e 
end, the pay-off for the granting of ’^^^compassion 

Everything to do « ^cannot do t0 a c = 
and sparing, terms of language
soundlessly, outside th other than;

which record the 
activities of the soundless,

to the fact that to know ajltu;

to 0 understand death and to e*P 
Satisfy the description of he

ecstacies of anguish 
------------ and "irresponsible 

^recorded hell are the terms 
and a scale as to the 

finest and proudest"
(19)



°f sin

the
r"

of
own dome of

or

the conclusion and the
1 status of unity.

diabolism is worn by the living who

attitude here it is e 
that 'it makes its man 

The devil points 
salvation, and only he is 

"naive recklessness of despai

seem from their 
immediately 

unify

The public genius and private sanity 
surfaces of theib works and rests in , ■
brains of thobb they reach can push and pull in 
Personal and hational history as fiercely as 
between extreihe cold and heat that can i

Kiefer’s vision of ’hell’ as the nightmares of history and their 
life in the present is quite difficult to justify. Almost every 
brushstroke Georg’ Baselitz uses (description of simple motifs 
excluded) becomes tough to justify. They are not trying to 
hoodwink anybody for the sake of reputation, fashion or market 
values or for donning of the "style-garment". If comparing them 
to the Faustian situation of the devil and Leverkuhn can 
illuminate the dischord between the best laid plans and the worst 
intentions, then it should not seem inappropriate; you have to 
believe their rootedness in history to get anyway close to them 
in the first place.

which is poured on to the 
the collective eyes and

- - ’i the cohsciehde of 
e.3 the demonic pendulum 

melt granite". (21)

ss-” d“xa::tempt t-‘"f.rity itself is the salves - (L
f^Ks" (20) th» metaphor J " ’ has no th.ologToai
S lative attitude here it is encouraged f ube likened to 
cr®city that Pit makes Us man despair^0 be of such a healles 
W’5eWti»n" ■ The devil p°i"‘s tMs“Lfl” his heart ofne,11's 

f to salvation, and only he ls the gra„,“ , True theological 
j "naive recklessness of despair” out n? ° individualism

mind* re&ch to the conscious

Hell is .
psychological Purf??tlOn °f pain t0 the Hell s mythological status 

 - > creates their
hell, refusing to Justify the activity, in this case, art 
music, do you accept this justification gap as one inherited and 
passed on fiom history. Or as one that is assumed, hungrily- 
grasped as the perfect means of vision, and of truth. ° ’
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PART THREE

BASELITZ’S PRINCIPLE



to painterly 
the ’diabolic’

that he owes 
surroundings?

he affirms his place 
movements as he does

-day 
twenty years

the only
’s progr<— by active

of modern art 
parody it is very hard 
—eduction without

The route
imaginary

seif-awareness

historical
----3 have been 

illusion used is to 
essions 

and phenomena 
their own r'”"' 

■P nrt VP' factors of ar P 
tendency'

an - 
and

When Leverkuhn rejects with contempt the devils offer of glory it 
is his wanting nothing to de- with these basic instinc^o^ is^ 
art. Having nothing to do wild Lne yicva-a., 5 nubiiiiig o IavpIs of parody no matterthe work that will be produced on the . and determines
how weighs the pathos and 1"t®“eC^rk will be ultimately based on 
that the form and content of the g of contemPorary art.
terms of opposition to the social Baseiitz come by the 
Similarity, how does the work of G ? m,,nrarv art, ” ' ' 
illusion of his independence from con temporary 
nothing and concedes nothing t0 hlT. tion 1’ 
By examination of the historical situation^ 
as owing as much to history and Pr® . those yet to be 

the artistic directions of the 
realised. He knows well where his pr 
Situation is - the stylisms of the P 
erribly unconducive to art - an 

tight the stylisms of modernism 
renounciation. With the methods 
serving the purpose of becoming 

0 turn in and renounce the 
Pandering to the nihilistic 
^nowledge has to come from 

lusion of self-importance

Leverkuhn’s tragedy is one of the ’inwardness’ .

d 
Goethe had their Faust characters hungry for meaning in th^ 
social practices of youthful translation of ideas, whereas Mann’s 
Leverkuhn is sealed and celibate to the outside world. The 
inwardness and seclusion ferment the tendencies which open the 
door to the devil and also produces the spirit of the composer’s 
concentration which becomes so uncompromising, puzzling the 
outside world with its aesthetic output. Leverkuhn’s Faustus is 
an index of possibilities out of knowledge and suffering, the 
isolated, contemporary spirit with capability in equal measure 
for good or evil. It is the German mind cloistered in the study, 
it ekes out a progression of its own destiny, its potential to 
operate with, and influence the external world with its sources. 
It’s the purest source, the most problematic and the most 
dangerous one that refuses to buy time with contemporary 
instinct.
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The paintings of Georg Baselitz 
work intent and uncompromising 
'egression, let alone the ones 
difficult to envisage the work 
banality of some of the content 
motives involved. There is a 
insolvency buried deep in the 
’pandemonium’ series cannot 
stylisms and conventions of 
own contemporary history.

Further, this attitude involves the short w 
lucid expression of discontinuance. Everv StP formally 
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This agressive disharmony" will be shouted out to the viewer 
each colour and brushstroke a caricature of reality, with only 
the dense suffering (1) remaining to rest on the spectator with 
an existential eye. What is exciting and immediate about these 
works is that almost every ounce and shred of self-satisfaction 
and parody has been shrivelled, ghosted away.
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The dramatic friction with reality contradicts the act and the 
art of painting. The only real intention in his work is the 
expression of disharmony becoming the vehicle for painting’s 
furtherance. Evidence of Baselitz’s experience and the 
visitation upon him of reality bringing suffering define an 
expressionist paroxysm of pain, despair, rage and impotence which 
are elementary to acts of paintwork holding claim to the remotest
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■Reader;1.
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pp 48Faust/Part One;Von Goethe,

My name is Faust,

comprehend,match the spirit that you
It

Part Two

2201. PPThomas Mann, Doctor Faustus.,
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PP 220:

with
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for 
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, Art In The Third 
A Synthesis of Fascist

justification
- -J death.
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not me.

Essays.

is 
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an understanding

3. Mino Gabriele, 
Venice Biennale 1986, Art and^AlZh^T

. Berthold Hinz, 
Part 3: / ~

To which the vanishing spirit dismisses the 
despairing Faust soon afterwards:

-3 much as 
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to home

The color is black, the material • seduction is beauty, the ' aJ- ls 
the aim is ecstacy, the fantasy'iZ

lbid pp 220: "Albeit in as 
Set and the sand has begun 

good man, I would fain 
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Ge°rg Lukacs,

4. J.W.

tomb and the monument 
a function has 

(Albert Speer)

"You

FAUST (To a spirit): "And shall I, thing of 
flame, flinch at the sequel? L. 
in everything your equal."

The Alchemical Tradition in the West; 
pp 69

"It is an ’art’ that claims to be the guide to the 
knowledge of ’matter’; The result of such knowledge 
was to be a religious vision, in the mirror of 
’Nature’ , of the link between man and the cosmos, 
the individual and the whole."

leather, the 
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- everything else that 
no place in the realm of art."

Susan Sontag, A_Susan Sonig
Fascinating Fascism, pp 325
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—~ magic
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At night the cooling draught, 
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Ibid PP 48: "In truth parody was 
expedient of a great gift threatened with 
by a combination of skepticism, j 
and a sense of the deadly extension of the banal.
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good.in this riddle lies?
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J-W. Von Goethe, Faust/Part
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Thomas Mann, Doctor Faustus;
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"Therewith a man 
and manger like a lord i 
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Ibid pp 225: "...the loving guests from the West 
Indies into the German lands, the flagellants...

"Gifted but halt is the German - gifted enough to 
be angry with his paralysis, and to overcome it 
by hand-over-head illumination."

Ibid pp 222: ". .from early on we had an eye on you 
- we saw that your case was quite definately worth 
the trouble , . . .
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Part Three
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Where work does 
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Baselitz,
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not go any 

work?"

21 Ibid pp 239 - 240: "(Of Hell) To knit up in two 
works its quintessence,... is that it leaves its 
denizens only the choice between extreme cold and 
an extreme heat which can melt granite."
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