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Introduction to innerlichkeit art
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Left: “The Shepherds” by Franz Marc (1912); 

Right: “Mountain Landscape with Church” by Wassily Kandisky (1910)

Expressionism, New Objectivity and Dadaism were the three main artist-intellectual trends that prominently corresponded to the chauvinistic minds
 of German people. Artists like Franz Marc and Wassily Kandisky raised a revolutionary departure from the methodology of French-centered aesthetics. They cherished a philosophical overcoming of intra-specific aggression
 by reflecting the absurdity from creating metamorphic iconographies. As Allan C. Greenberg stated that, German artists during the pre-World War I, inter-war and post-World War II periods tended to develop their concern with social and economic injustices calling forth a human response to a discriminatory and restrictive reality that is essentially unrelated to their painting works
. What the appreciators perceived were the enigmatic implications being restrained to a status of not angering the bureaucratic authorities and militant enthusiasts, especially during Kaiser William’s ambitious monarchism and Nazi penetrations.
The term “innerlichkeit”
 implied humans’ eagerness to have their innermost beings and unique passions being pledged for a recognition status in the bourgeois-oriented art word. Such spiritualization of aesthetic endeavors, with a coincidence of camera inventions, was nation-widely reassured by Raoul Hausmann’s idea of “federated individual-anarchism”
, which depicted democracy as virtually a content-less word for tackling with a socio-economic revival of Germany due to the incapability of Weimar Republic in safeguarding the nation from being undermined by war-defeat compensations. The silent protests through a flooding Dadaist trend were long-lasting until the end of the World War II and the reconstruction of modern German aesthetics by borrowing American heritages, while we could not deny that the Nazi rule did modify German artists’ perceptions, such as George Grosz and Max Beckmann, from propaganda-oriented artistry to secularly-retreated meditations. 
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First: “The Art Critic” by Raoul Hausmann (1919/20)
Second: “Dada Cino” by Raoul Hausmann (1921)
Third: “Men Are Angel And Life In Heaven” by Raoul Hausmann (1918)
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Left:
“Dreary Day” by George Grosz (1921)
Lower:
“Scene from the Destruction of Messina”
by  Max Beckmann (1909)
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Background:

German artists’ disillusionment due to the post-war decline of racial dignity
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Germany suffered from setbacks in battlefields with an addition of food shortages, American re-rapprochement and international alienations, which enforced artists in Germany to increasingly agonize over their rulers’ inability to reconcile the war treatments. Moreover, the New President of Weimar Republic, Friedrich Ebert, and his Prime Minister, Philipp Scheidemann, were being criticized for acting as politicians in an effort to translate some of the goals of the Left-minded Socialist Party into effective reality
, which confronted with German bourgeois’ fear on Communist threat. Wassily Kandisky demanded for a kultur detachment that saved Germans from being the ideological slavery of either the Democratic West or the Russian-oriented Communism. He proclaimed future German generations to grow up with a consciousness of inner necessities
. Because of a miserable emergence of low national esteem, the German artists corresponded to the elites for making an articulation of their discontentment at the definitions of “fine arts”, so as to re-explore German affinity to nature
 – pursuing the most peculiar and faithful way of figuration, abstraction and pigment composition.
The early German painters beyond the World War I period, due to the neglect of French, Italian and British art-world, were un-precedented of being first able to judge the figures in their stylistic painting approaches, not just according to the classical ideal, but also according to “how their faces express individual character and nationality
. Artists like George Grosz, for his ideal of continuing a socialist class-struggle that counteracted Hitler’s fascist authority
, risked to distort the Nazi officials’ images in a humoring manner. Although dictatorship undertook the German political atmosphere for a number of decades and Germans adapted to such type of unquestioned obedience, German artists, who were proactive intellectuals but being prohibited from political says and participations, resorted to fantasies through a sentimental outline of figurations, which, according to Hermann Bahr’s analysis, to “give humanity a voice again”
 that comprised an ultimately humane forbearance upon their deserved privileges in expressions.
“Defeatist cynicism”
 was an ironic term founded by Karl Schmidt-Rottluff to describe how severe Germans’ resentment was for being humiliated in the Versailles Settlement (1919) and blindly accepted all the war-guilt clauses. It was a prelude of Extreme Nationalism once Meier-Graefe expressed an artistic ideal to explore passionate public outcries against cosmopolitanism and Judaism
. Painting aesthetics in Germany were thus enforced to proceed towards a “secessionist” survival. Meier-Graefe betrayed the true qualities of painting through contextual pathos and theatrical gestures
, which further pushed painting endeavors to a status of subconscious externalization and allowed the art world to correspond artists’ actual mindset to the particular periods of historical developments, specifically keeping Germans reawaken their helpless feelings towards the absurdity of other nations’ biased justification on Germany’s war responsibilities.
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Degenerate art in the mode of Re-modified German Expressionism:

Dadaism and Futurism as a reaction to the insane of Weimar Germany

There was no doubt that the German artists during the Weimar period, because of the psychological setback from France’s intransigence in the Versailles Settlement, had to encounter with the encroachment of French racist spirits in terms of a widespread adoration to the revival of Napoleonic-oriented, Romanticist, Rococo  and Impressionist aesthetics. Expressionist paintists in Germany underwent an inner-contradictory struggle – whether to die-heartedly remain the Junkers’ aesthetic traditions that symbolized the old school of thought, or to reluctantly absorb liberalist ideas from France or America as a mean of enriching the creative inspirations, or to seek a rather transcendental re-approachement to ideological heritage of German races with a remarkable degree of methodological transformation.
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Left: “The Elephant Celebes” by Max Ernst (1921) 
Right: “Sainte Cecile – The Invisible Piano” by Max Ernst (1923)
Scholars from “Bremen art controversy”, together with the effort of National Socialists in Germany, attempted to justify “state-sponsored oppression”, which counteracted with the staunchly pro-German monarchist scholars’ who stressed the dignity of formal aesthetic qualities
. Artists like Max Ernst
, who contributed much conceptual insights to Surrealism in the latter half of 20th century, turned to cherish the dignity of modern thematic contents, which enabled an absolute liberation of one’s subconscious mind through an unrestrained reorganization of eye-catching iconographies – a metamorphic channel for audience to perceive artists’ philosophical messages that reflected his concern towards the actual socio-political turbulences.
The concept of “Degenerate Art” originated from Nationalist Socialists Leaders’ ideal of manipulating the sentiments of German working-classes to attain a utopian status of knowledgeable racial community. The cultivation on “Degenerate Art” requested for an encouragement on “heavenly impulses”
, which was formerly regarded as “demonic” among the noble-origin art appreciators because the painting endeavor at the pre-World War I period excluded the participation of lower-class German people.
The Bauhaus Institute of Art and Design was established in 1917, which contributed Dadaist and Futurist talents to form a new ‘international language’ of art that was instilled with a possession of the only indisputable patriotism based on the ideological essences of German heritage, in which such liberated aesthetic was expected to transcend the natural diversity of place and race. Allan. C. Greenberg claimed that the Bauhaus had nothing to do with Communism, but was a “bourgeois institution”
. Yet, the Weimar Republic, together with the effort of right-wing socialist parties and anti-Communist bourgeois patrons, supported Bauhaus as a vigorous realm to academically legitimize the German aesthetic detachment from the European art-world, whereas the fundamental pursuit on Expressionism underwent an on-going re-modification, specifically the emergence of Dadaism and Futurism, that suited the cultivation of Pan-German nationalism as an encounter to the humiliations of Entente Powers (mainly the cultural encroachments from Britain, France and the United States).

The Dadaism, represented by two Bauhaus Masters, Franz Marc and George Grosz, disavowed the “isms” of art, pretentious art, and pretentious artists, and clamored for the rejection of artificialities and superficialities that would be necessary before one could grasp what was significant in the age, what transcended the age, while stemming from it. Stressing the idea of subconscious expression on individualist faiths, the Dadaists remained their roles as “cataract of life” and pursued their clash on an intellectual plane in the realm of short-living idealism
. Futurism, initiated by Italian artistic phenomenon under the brewing shadow of Fascism (since the issue of “Futurist Manifesto” in “Le Figaro” on 20 February 1909 by Filippo Tommaso Marinetti), admired speed, technology, youth and violence, the car, the airplane and the industrial city, all that represented the technological triumph of humanity over nature
. Such type of ambitious insight was borrowed by passionate nationalists in the German art-world, specifically the Dadaist artists, during the inter-war period to further elaborate their aesthetic realm into a resistance against foreign cultural encroachments.
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“The Unfortunate Land of Tyrol”  by Franz Marc (1913)
Art for propaganda in Nazi era:

Indoctrination of ready-made dictated thought

In response to Meier-Graefe’s prelude of Extremist ideas in 1905 by a proclamation on “a unity in one person all the sins committed by Germans against the logic of art”
, Heinrich Himmler and his cohort in the SS, right after the establishment of Adolf Hitler’s regime in 1934, were especially enthusiastic about early Germanic cultural history and promoted the study of archeology, anthropology and art history through organizations like the Ahnenerbe, the Society for the Promotion and Care of German Cultural Monuments, and the Nordland Press.
 Though the Nazi leaders did not openly reject the precious ideological heritage of German races in terms of “subconscious expression of individual faiths”, the idea of “Nazi irredentism”
 un-noticeably formed a framework which restrained the Dadaist artists from delivering fermenting conceptions. George Grosz, who was considered as a Communist due to his active concern in a condemnation of capitalism and a proclamation of revenge for the workers
, saw the warning signs and departed prior to Hitler’s appointment as Chancellor, “reorganization” (art censorship) of the prestigious Prussian Academy of Art and the purging of the civil service in 1933
. Max Beckmann left in July 1937 when the “Degenerate Art Exhibition” made it clear that his work had no place in Nazi Germany.
In order to safeguard their spirit of “innerlichkeit” against the encroachment of propaganda-centered aesthetic ideal by the Nazis, both George Grosz and Max Beckmann provisionally retreated from the bourgeois art-world and resorted to a humble way of Dadaist aesthetics by portraying episodes of civilians’ lives in a humoring manner. George Grosz was well-known with his distortion to the anatomical structures of the Nazi politicians as a mean of revealing their brutality in terms of inhumane purification of German race, state-machinery oppression and endangerment to the disfavored social-hierarchies. Max Beckmann disregarded the proportional measurements and painted his ultimate desire for a minimal family life with a skilful use of emotional brushstrokes that reflected his stylistic uniqueness.
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“Dance of the Cut-throat”  by 

 Max Beckmann (1938)
Trustworthy liberation of aesthetic freedom under Americanization:

Retreat due to the annoyance on long-lasting turmoil

The collapse of Nazi Regime suddenly made German people loose a psychological pillar for a cherishment of racial and cultural esteem. Hitler’s indoctrination of propaganda-oriented Nazi aesthetics filled German art-world with a deep sense of pessimism, as lots of remaining artists between 1934 and 1945 either accommodated the aesthetic idolatry of Hitler’s rule or encountered a political isolation and barbarization once their artwork explored connections with patronages in other lands and cultures
.

With a division of German continent into Western Capitalist Bloc and Eastern Communist Bloc since 1949, the United Nations Educational, Scientific and Cultural Organization (U.N.E.S.C.O) depended on the United States and attempted to reintegrate German culture in West Germany by adopting cultural elements from the American lives. Not only was it an effective way to counteract with the ideological encroachment of Soviet civilization, the Americanization, enriched with the respects to liberalism, fraternity, equality, democracy and individualism, helped relieve German artists’ historical burden and persuade them not to endeavor their Expressionist paintings for the purpose of Pan-Germanic Nationalism, but to faithfully endeavor their art for a stylistic reflection of their innermost beings – a profound fulfillment to the spirit of “innerlichkeit”.
Richard Oelze (active in the 1950s) and Sigmar Polke (active in 1980s) were the two significant post-World War II artists who accommodated the liberalist conception of the American culture, as they exposed to a courageous manipulation of luminance and imaginations. Yet, both the Americans and the Germans commonly cherished Christian ideologies through Protestantism, proclaiming peace, joy, utopia and spiritual renovations. The post-war German generations strongly relied on Protestant faiths to rebuild their confidence in prospering their racial esteems, specifically searching for a renovated platform to better promote German Expressionism, in which such aesthetic pursuit was never suspended, but just vivified by the ever-changing political circumstances. The German Expressionism in the latter 20th Century was even more assimilative, as Richard Oelze and Sigmar Polke dared to borrow inspirations from artificialities through a spectrum of conceptions in graphic designs, printmaking, collages and sculptural representations
. 
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“With the Accidental Family”  by Richard Oelze (1955)

Upper:

“Untitled – Refering to Max Ernst”
by  Sigmar Polke (1981)

Right:
“Watch Tower”
by  Sigmar Polke (1985)
Conclusion:
German as an avant-garde of aesthetic individualism in the early 20th century due to a rapid socio-political transformation

As German artists in the field of Expressionism (combined with Dadaism, Futurism and the idea of “New Objectivity”) correlated their mindset to the contemporary Capitalist world headed by the America, the fundamental pursuits from such ideological heritage, i.e. to create aesthetics based on subconscious faiths and transcendent sensitivities, would be long-lastingly cherished by the post-modern European artists who foresaw ideological freedom and made painting as a medium to impress art dealers with their unique secular or philosophical virtues. For the rest of the decades after the World War II, German artist-intellectuals no longer claimed special competence in judging political and economic matters. Their critical involvement was just rooted primarily in a social justice, considered with non-warrior socialism in relation to man as human being, as not as contingent upon reciprocal services exchanged between individual and state
. The painting manners of German Expressionism, acting as a prototype of “American Individualism” since the early 20th Century, underwent an on-going re-modification due to the shift of patronage and social connections from nobles in Kaiser Period, to bourgeoisies in Weimar, Nazi and Cold War period, and even to financial and technological manipulators in the current period of Globalization.
Reference Materials:

1. Stephanie Barron and Wolf-Dieter Dube, “German Expressionism: Art And Society”, 1st Edition Bompiani September 1997, Rizzoli International Publications Incorporations, New York
2. Allan C. Greenberg, “Artists and Revolution: Dada and the Bauhaus, 1917-1925”, 1st Edition, 1979, University Microfilms International Research Press, Michigan
3. Hans Belting, “The Germans And Their Art – A Troublesome Relationship”, Translated Edition by Scott Kleager, 1998, Yale University Press, New Haven and London
4. Christos M. Joachimides, Norman Rosenthal and Wieland Schmied, “German Art in the 20th Century – Painting and Sculpture 1905-1985”, 1st Edition, 1985, Prestel-Verlag, Munich and Royal Academy of Arts, London.
5. Matthias Eberle, “World War I And The Weimar Artists – Dix, Grosz, Beckmann, Schlemmer”, Translated version by John Gabriel, 1985, Yales University Press, New Haven and London
6. Jonathan Petropoulos, “The Faustian Bargain – The Art World in Nazi Germany”, 1st Edition, 2000, Oxford University Press
7. Eckhart Gillen, “German Art from Beckmann to Richter”, English Translated Edition by Anita Brokmann, Alan Fear and Claudia von der Heydt, 1997, DuMont & Yales University Press

Max Beckmann





Max Ernst





“Murnau with Church I”  by 


Wassily Kandisky (1910)





Left:


“Three Nudes –


Picture of Dunes by Nidden”


by  Karl Schmidt-Rotluff


(1913)





Right:


“Eclipse of the Sun”  by George Grosz (1926)
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