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18 Ibid., 231
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Hans Ludwig Cohn Jaffé 1915-1984:

From the Bildung to the Ethica of De Stijl

Tsukasa Kodera

What particular significance is there in his having been a Jewish art historian? ... Above all else,

Hans lived life as a human being.

(Opening remarks from an interview conducted with Elly Jaffé-Freem, November 29, 1999)

fig. I Hans L.C. Jaffé

This study sets out to introduce the
activities and writings of art historian Hans
Ludwig Cohn Jaffé (fig. 1), attempting to
shed light on the significance of Jaffés ac-
tivities and ideas through the analysis of his
written works. Finally, it seeks to examine
the way in which one man of German Jewish
origin interacted with the world of art over

the course of his lifetime.

Jaffé-related research includes an an-
thology published shortly after his death,
memorial articles appearing in Burlington
Magazine and other publications, a special
memorial edition of Beeld magazine, an
unpublished master’s thesis by Rob Lam-
bers in regard to Jaffés time at the Stedelijk
Museum, and a short study by myself. All of

these, however, supply only fragmentary in-

069



070

formation, and none can be said to constitute comprehensive or exhaustive research.[*1] On an in-
ternational level, Jaffé is known primarily as a researcher of Mondrian and De Stijl.[+2] Yet in reality,
Jaffé was a self-proclaimed generalist who wrote studies in Dutch, German, English and French on
an extremely diverse range of themes, and planned and organized a great many exhibitions.

The study will begin with a personal history of Jaffé. In addition to the aforementioned anthol-
ogy, memorial articles and research, this personal history also draws on e-mail correspondence from
Jaffés younger sister Thea Reis to myself; the Archief Jaffé (Jaffé Archive) housed at the Rijksbureau
voor Kunsthistorische Documentatie (RKD) in the Hague; and my own interview with Jaffés widow,
Elly Jaffé-Freem, conducted in November, 1999.[+3] The final two will henceforth be abbreviated as

“Taffé Archive” and “Elly Interview”

Existing scholarship in regard to Jaffé is as follows. Jaffé obituary issue of Beeld, the journal published by the Art History
Institute of the University of Amsterdam: Beeld no.3 (oktober 4, 1984). Frank Gribling, “Obituary, Hans Jaffé,” Burlington
Magazine (Feb.1985), pp.92-93. Collection of research articles prepared to commemorate Jaffés retirement: M.Adang,
M.van den Brandhof, R Nieuwstraten, W.Stokvis, J.de Vries (red.), Met eigen ogen; Opstellen aangeboden door leerlingen
en medewerkers aan Hans L.C.Jaffé, Amsterdam (Meuflenhoff/Landshoff)1984. Jaffé anthology: A.W.Reinink et al (eds.),
Over utopie en werkelijkheid in de beeldende kunst: ver lde opstellen van H.L.C.Jaffé (1915-1984), Amsterdam (Meulen-

hoff/Landshoff) 1986. Inaugural speech (as professor) by Evert von Uitert, who succeeded Jaffé as Professor of the Univer-
sity of Amsterdam Art History Institute: Evert van Uitert, Het geloof in de moderne kunst, Amsterdam (Meulehoff/Land-
shoff) 1987. Unpublished master’s thesis by Rob Lambers in regard to Jaffé’s time at the Stedelijk Museum: Rob Lambers,
H.L.C.Jaffé, kunsthistoricus in dienst van het Stedelijk Museum (1935-1961), (doctoraalscriptie) Kunsthistorisch Instituut,
Universiteit van Amsterdam, 1987. Treatise by Marlite Halbertsma on Jaffé in relation to German art history scholarship
traditions: Marlite Halbertsma, “Hans Jaffé, zijn visie op moderne kunst en moderne kunstgeschiedanis,” Jong Halland 4
(1988), no.2, pp.22-30. Tsukasa Kodera , “Periphery, Spirituality and Faith in Modern Art History,” in: Ikegami Chji, Kan-
bayashi Tsunemichi, and Shioe Kozo (eds.), Art Studies Forum 3, Western Art, Keiso Shobo, 1992, pp.309-325. (in Japanese)
H.L.C. Jaftés doctoral thesis, De Stijl 1917-1931, the Dutch contribution to modern art (Amsterdam 1956), a pioneering
work on the subject of De Stijl which set the standard in this field of research, has been republished in recent years.

The Archief Jaffé consists of Jaffé’s correspondence and other documentation donated by his wife, Elly Jaffé, to the RKD. The
archive includes data ranging from records of Jaff€’s time at the gymnasium to letters from artists, private correspondence
and Jaffé’s notes from the final years of his life, amounting to about 70 file boxes’ worth of material. The archive has still not
been catalogued, and does not at present include Jaffés correspondence from 1980 onward. The interview with Elly Jaffé
was conducted on November 29, 1999 in Amsterdam. Additionally, Jaffés personal archive at the Stedelijk Museum houses
correspondence and documentation from Jaffés periods as Curator and Vice-Director there. Though I inspected this ar-
chive, I referred mainly to Lambérs’ master’s thesis as an information source in regard to Jaffés Stedelijk Museum period,
as Lambers presents it in an organized and systematic manner. Information was provided by Thea Reis in an e-mail to the
writer (dated May 8, 2000).
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1. Personal History —— Origins, Childhood and Youth

Hans Jaffé was born Hans Ludwig Cohn, into a German Jewish fam-
ily at Frankfurt am Main in 1915 (fig. 2). His father, Prof. Dr. med. Franz
Joseph Cohn (1880 Breslau — 1952 Luzern), was an obstetrician and gy-
necologist who subsequently became a professor of obstetrics and gy-
necology, but was sacked by the Nazis in 1933. His mother, Olga Emma
Jafté (1884 Frankfurt am Main - 1961 Luzern), was internationally qual-
ified to work as a librarian and had actually been employed at one time,
but stayed in the home after marriage in accordance with Jewish tradi-
tion. His younger sister Thea Reis (1920- ) currently resides in the state
of Illinois in the U.S.A. From the time of Hans Jaffés birth, his uncle on

his mother’s side, Paul Jaffé, was living in Holland, while his cousins were

living in Geneva and Rome. The art historian Michael Jaffé, well known ig. 2 Hans Cohn ca.1920
for his research on Rubens, is also apparently a relative.[*4] Furthermore,

his great-grandfather Heinrich Graetz (1817-1891) was a historian known for writing the Jewish
history Geschichte der Juden (1853-74), as well as a close acquaintance of Karl Marx. Jaffés grand-
mother was also personally acquainted with Marx in his later years.[*5]

In this way, the Cohns and Jaffés were both cosmopolitan Jewish families, and Hans Cohn was
thus born into a liberal, acculturated Jewish household. Thea Reis, it should be added, states that her
parents were firm believers in the Jewish faith and followed Jewish tradition and customs up to a
point. The children received a religious education from Jewish teachers, and a Bar Mitzvah was per-
formed for Hans when he was 13, making him a full-fledged member of the Jewish community. His

parents had a warm relationship with their rabbi, attended synagogue regularly and celebrated Jew-

ish holidays.[+6]

4——— Lambers, op.cit.(Note 1), p.149. From an interview Lambers conducted with Elly (1986).

— Met eigen ogen, (Note 1), p.11. Interview with Hans Jaffé: Marijke van den Brandhof, “De manier van het kralen rijgen:

Vraaggesprek met Hans Jaffé.”

From Thea Reis’ e-mail to the writer, dated May 8, 2000.
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From age 9 to 18, Hans studied at the prestigious Goethe-Gymnasium in Frankfurt. A report

card dating from this period at the Gymnasium can be found in the Jaffé Archive (fig. 3). In addition

to German, he studied English, French, Greek and Latin. There is no sign, however, that he studied
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fig. 3 Hans Cohn's Zeugnis, Goethe-Gymnasium,
Frankfurt a.M.

Hebrew, or, surprisingly, art appreciation (Kunstbetrach-
tung) or art history (Kunstgeschichte). According to Thea,
however, the Cohn family placed a high priority on cul-
tural education. Hans’ parents were keenly interested in
art and music, frequently visited art museums, and as-
sociated with art museum directors. The family appar-
ently made frequent excursions to admire church archi-
tecture.[+7] In documents written by Hans himself upon
entering university, he expresses the wish to major in
law and art history.[*8] More than anything, Hans’ paper
“Comparison of Two Modern Paintings,” which he wrote
for a class at the age of 16, reveals upon reading that Jaffé
had already received an education of some sort in art ap-
preciation, and already had a substantial knowledge of
art history by this time.[x9] At school or otherwise, Hans
would seem to have already been quite thoroughly edu-

cated in the subjects of Hebrew and art history.

E-mail from Thea, same as above. Jaffé himself stated in interviews and on other occasions that, “From my youth T had

been an Augenmensch (man of the eye)” Though Jaffé claimed to have heard a lecture by Theo van Doesburg in Germany in

1928 (Met eigen ogen (Note 1), p.15), his sister Thea expressed doubts about this, saying it was unthinkable that her brother

would have attended such a lecture at the age of 13. In the Theo van Doesburg Archief at the RKD, there is no documentary

evidence that van Doesburg gave such a lecture in Frankfurt or in Germany around 1928.

“Eidesstattliche Versicherung” Archief Jaffé, RKD. This document was written in 1958, and is thought to be a copy of a

document demanding compensation from the German government for damages incurred as a result of Nazi policies. “Ich

beabsichtigte an der Universitit in Frankfurt zu studieren und zwar die Rechte und Kunstgeschichte. Diesen Studieplan

konnte ich wegen der rassischen Verfolgungen in Deutschland nicht durchfuhren”

Handwritten paper, “Vergleich zweier moderner Gemilde” Archief Jaffé, RKD. The anthology contains a Dutch transla-

tion. “Vergelijking van twee moderne schilderijen,” in: Reinink et al., op.cit. (Note 1), pp.15-20.




In 1933, Hans Cohn graduated from the Goethe-Gymnasium with outstanding marks. The sig-
nificance of this son of an acculturated Jewish family graduating from the prestigious Gymnasium
in 1933, the year in which Hitler came to power, should be all too easy to grasp. For one, this youth’s
future potential, which should have been so promising, was completely denied within his own coun-
try. Secondly, Hans Cohn’s generation became the last one to receive a classical German education
(Bildung) at the Gymnasium.

Fearing for Hans’ future, his parents decided to entrust him to the care of Paul Jaffé, the uncle
on Hans’ mother’s side residing in Holland. Before this, they allowed Hans to go on a graduation trip
to Italy and Switzerland. During these travels, Hans sent letters to his parents and uncle that includ-
ed travelogues and detailed descriptions of the scenery and sights, as well as vivid descriptions of his
state of mind at the time. The stay in Rome left a profound impression on Jafté, and it was apparently
this experience which led him to study art history.[*10]

Hans procured a Dutch grammar and set about studying the language. It would seem that he
“mastered the Dutch language in just a few months, and became more knowledgeable about Dutch
history and other matters than the Dutch themselves” (Elly Interview). Though he had planned to
study law and art history at the University of Frankfurt, he chose to major in art history and history
in Amsterdam, foregoing law due to the “political climate of the time” Incidentally, the total num-
ber of students was about 25, with Jaffé the only student to enter the art history program.[+11] Be-
ginning in 1933, he completed both the undergraduate and master’s (doctorandus) programs in an

almost unheard-of four years. He began studying under the tutelage of Prof. E W. Hudig, then em-

10

the course of his travels. In regard to his reasons for studying art history, Jaffé himself mentioned his trip to Rome with a

friend, saying, “It really came to me when I was there [in Rome], and I said: “That’ it, art history. This is what I'm going to

do’” Interview with Jaffé, “Professor Jaffé verzamelt kunst in zijn hoofd: ‘Op je teentjes gaan staan vind ik nog niet elitair}’
Folia, 37 (1984 juni) 40, p.7. In her e-mail, Jaffés younger sister Thea Reis also speculates that it was probably her brother’s

stay in Rome that led him to choose art history. Furthermore, she writes that their parents were delighted that Hans had de-

cided to study art history.
11

Amsterdam immatrikuliert. Ich studierte Kunstgeschichte und Geschichte. Das Studium der Rechtswissenschaften nahm

ich, in Hinblick auf die politische Entwickelung nicht auf”” Met eigen ogen (Note 1), p.13, and the interview in the journal

Folia (Note 10), p.12, were consulted in regard to the number of students at the Art History Institute.

m Transbournsdary / Maodsrs At

W.Reinink, “Over Hans Jaffé,” in: Reinink et al., op.cit. (Note 1), pp.252-268. Contains several letters written by Jafté over

From “Eidesstattliche Versicherung” Archief Jaffé, RKD (Note 8). “Ich wurde in September 1933 an der Universitit in
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fig. 4 Hans L.C. Jaff¢, ca.1937

barked on volunteer work at the Stedelijk Museum while still a
student in 1935, actually taking charge of the “Two Centuries of
British Art” exhibition the following year at the tender age of 21.
He completed the master’s program in 1937 under the tutelage of

Prof. J. Q. van Regteren Altena (fig. 4).

From the time he moved to Amsterdam, Hans Cohn began
to go by the name of Hans Jaffé. Though even post-war identifi-
cation documents state his official name as Cohn, it would seem
that he never used the name in his everyday life. According to
Paula Augustin, a colleague of Jaffé’s at the Stedelijk Museum, Jaf-
fé spoke very little about his background during the period lead-

ing up to World War II, and it was only much later that his mu-

seum colleagues learned that his real name was Cohn. Even Jaffés wife, Elly, learned of this fact only

after their marriage in 1947.[+12] Considering the situation in the 1930, one can surmise that it was

socially disadvantageous and even dangerous to use an obviously Jewish name such as Cohn. The fact

of being a German Jew, as well, would have been a further disadvantage to him in Holland. Though

Jafté is also a Jewish name, Hans may have felt that the name ensured him a margin of protection by

clearly delineating him as a kinsman of his uncle, a man of high social standing in Holland. He may

also have been drawn to the name “Jaffé” itself, which means “beautiful” in Hebrew. At any rate, Hans

Ludwig Cohn abandoned both “Ludwig” and “Cohn,” and went by the relatively safe name of “Hans”

and the last name of his uncle/guardian, meaning “beautiful,” from that time onward.

After graduating from university, Jaffé continued his work at the Stedelijk Museum as an un-

paid curator, and soon also began teaching art history at the Nieuwe Kunstschool in Amsterdam.

The Nieuwe Kunstschool was an art school established by Paul Citroen, and was very much a Dutch

version of Bauhaus. Despite these seemingly favorable beginnings of Jaffé’s career, obtaining Dutch

Lambers, op.cit.(Note 1), p.148 was consulted in regard to statements by Paula Augustin. Elly Interview: “Even at the time

I married Hans, I did not know his real name, Cohn. After we got married, I wrote a letter to his parents in Luzern. I ad-

dressed it to Mr. and Mrs. Jafté; what’s more, I wrote the letter in French. It turns out that I was doubly mistaken.”



citizenship was no easy task. In 1938, when Jaffé had completed his studies and was employed at the

museum, he filed an application for Dutch citizenship which was ultimately unsuccessful.

Wartime
In May 1940, Holland was invaded by Nazi Germany. Under Nazi occupation, Jaffé was sacked
by the Stedelijk Museum in November 1940, then dismissed by the Nieuwe Kunstschool in April
1941, both because he was Jewish. The following passage comes from the “Written Oath” which Jaffé
is thought to have included among documents demanding reparations from the German govern-

ment in 1958, and gives some idea of the events which followed.

I first had to go into hiding, that is to illegally conceal my whereabouts, in autumn of 1941, be-
cause my name had been included on an arrest warrant which listed the names of 4,500 youths. The
people on this list were arrested in 1941 and sent to Mauthausen, and not one of them returned.

From May 2, 1942, T was forced to wear the Star of David, which served to make the Dutch
Jews readily recognizable. In July 1942, I received a summons ordering me to report for my trans-

portation east, and I fled to Switzerland by way of Belgium and France. (+13]

At this time, Jaffé had already more or less completed his doctoral thesis on the subject of van
Gogh, but he fled with little more than the clothes on his back and was later unable to find the the-
sis again.[x14] During his escape, Jaffé, who had planned to cross the Pyrenees into Spain, injured
his leg in the mountains and was captured by French soldiers. He was first detained in Pau for one
month, then in Chateauneuf-les-Bains for a month. Many letters and telegrams from the time are
stored in the Jaffé Archive, and vividly convey the tense situation. He first contacted his parents in
Emmenbriicke, Luzern. A telegram Jaffé seems to have sent from Chateauneuf-les-Bains to his par-
ents reads, “Hurry to obtain visa” (Priére hdter obtention visa, fig. 5). In order to get permission to
leave France, Jaffé had to have some sort of identification documents. Due to his parents’ efforts in

Switzerland, Jaffé managed to obtain a passport issued by the Paraguayan Consulate in Septem-

13
14

From “Eidesstattliche Versicherung” Archief Jaffé, RKD (Note 8).

Met eigen ogen (Note 1), p.15.
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fig. 5 Telegram from Jaffé to his parents. Chateauneuf-les-Bains

ber (fig. 6). As a Paraguayan citizen, Hans was finally able to leave France and enter Switzerland in
October. In August of 1943, the following year, an identity card was issued by the Dutch Embassy in
Switzerland. This was not a passport, but an identity card for political refugees valid only in Switzer-
land. The space for nationality on the card was stamped STATENLOOS (‘“stateless,” fig. 7).

After this, it seems that Jaffé joined the Dutch army and actually took part in the war, but much
remains unknown of his situation during this time. Jaffé himself said that he had engaged in recon-
naissance operations in Britain, and told of an exploit there in which a colleague and former art his-
torian analyzed an aerial photograph and was able to discover a hidden German warship.[x15] Ex-
cept for Jaffés own comments, however, no record showing that Jaffé was in Britain is known.[*16] In
her interview, Elly Jaffé states that Jaffé was wounded in an offensive and defensive skirmish between
the Nazis and Allied Forces in the Ardenne region of Belgium in 1944. When I was visiting Germa-
ny, Jaffé himself told me that “I was shot through the throat and lost consciousness, and when I re-
gained my senses I saw the face of a British nurse gazing down at me”” Jaffé seems to have had “a ten-

dency to sanitize the past” (Elly Interview), and it is true that Jaffé says nothing about his tragic war

15—

16

ibid. p.14.

—— Lambers states that it is a fact that Jaffé received orders to go to Brussels in 1944, but points out that there is no evidence

corroborating Jaffé’s stay in Britain. Lambers, op.cit. (Note 1), p.151.
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experiences in his interviews or other statements intended for the public. Though Jaffé himself man-
aged to survive, his friend, Johan Limpers, a sculptor who had been Jaffés comrade in the resistance
movement in Holland, was shot to death by the Nazis.(x17] Both Jafté and his wife ‘lost a great many
people from our generation in the war, and felt a strong responsibility to do something for those
people” (Elly Interview).

Jaffé’s activities immediately following the war are a little better known. First, he recovered
art works in Holland which had been plundered by Nazi Germany, and engaged in preservation
and management measures for the large number of historical buildings and art works in Germany
and Holland. During this time, he carried an identity card issued by the American army, and was
charged with these tasks as part of the Allied Forces’ post-war operations (fig. 8). He visited many
art museums, churches and other historical buildings, and got to know people from other countries

who were engaged in the same task, eventually becoming “lifelong friends” (Elly Interview).[18]

17— Johan Limpers. A sculptor who took part in the Dutch resistance movement. He also produced a bust of Jaffé.
18— Thomas C. Howe Jr., Salt Mines and Castles: the Discovery and Restitution of Looted European Art, Indianapolis & New York
(Bobbs-Merrill Company) 1946, Chapter 10 “Mission to Amsterdam,” pp.169-70 makes a short reference to Jaffé during

this period, describing him as “intelligent and industrious.”
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When I was studying in Europe, I joined Jaffé on an excursion class, and spent two weeks trav-
elling in Germany. One impression from this experience remains deeply etched in my mind: Jaffé
s astonishing knowledgeability in regard to the various buildings, large and small, visible from the
train window, and the fact that these were somehow deeply linked to his experiences during and after
the war. Looking back on it now, this wealth of knowledge must have been amassed during his post-
war operations tasks. At the time, however, I knew nothing of this, nor even of the fact that Jaffé was
Jewish. One thing, however, was strongly imprinted on my consciousness: these buildings, which for
us constituted the objects of an “aesthetic pilgrimage” or, at most, “historical study;,” were to Jaffé ex-
tremely “political” entities linked to his own wartime experience. In retrospect, each and every one of
the art works that Jaffé recovered, buildings that he preserved, and art works and buildings he saw all
over Europe constituted an encounter in the midst of his own journey of “escape” and “recovery;” dur-
ing which Jaffé came and went over a variety of borders carrying a variety of ID cards. One can easily

imagine that this type of artistic experience must have had a profound effect on his subsequent work.

Post-War — Activities on the International Stage in Holland

In December 1946, Jaffé returned to his post as curator of the Stedelijk Museum. In July 1947,
he obtained Dutch citizenship, and in August he married Elly Freem, a teacher of French language
and literature. Elly Freem was from Amsterdam, the daughter of a Dutch father and a Jewish mother.
From April 1949, Jaffé held the posts of both Curator and Deputy Director of the museum. In January
1954, he was promoted Vice-Director of the museum. Over this period, his activities began to extend
outside the Stedelijk Museum. In 1950, a major exhibition of publicly-contributed works was held at
Munich’s Central Collecting Point. Financed by the American Blevin Davis, the exhibition was osten-
sibly organized to restore German arts link to the world, which had been severed by the war. About
4000 art works were submitted, and outstanding works were awarded the Blevin Davis Prize.

The exhibition judges on this occasion were an impressive line-up (fig. 9): the painter Willy
Baumeister; Ewald Mataré, who taught sculpture at the Dusseldorf Academy; Max Huggler, Director
of the Berne Art Museum; Werner Haftmann; Ernst Troche, Director of the German National Muse-
um in Niirnberg; Jean Leymarie, Director of the Grenoble Art Museum; Hans Rothel of the Munich
Art Collections;Henry Poore, Professor of the American Academy in Rome; Ludwig Grote and Hans

Jafté himself. This exhibition of publicly-contributed works was not particularly noteworthy in a his-

terface



fig. 9 Exhibition of German Art, Blevin Davis Prize, jury members.

From left: Poore, Mataré, Rothel, Huggler, Baumeister, Leymarie, Haftmann, Troche, Jaffé, Grote

torical sense, and art history refers to it merely as one of the exhi-
bitions held at the Central Collecting Point in Munich.[*19] De-
spite this, one is intrigued by the extremely animated atmosphere
conveyed by photos remaining among the exhibition records (fig.
10 & 11). It would appear that after experiencing the hardships of
war, the participants were delighted at this opportunity to gather,
to ascertain common value systems through the act of judging art
works, and just to work together on the same ground. And is it
wishful thinking, or perhaps a trick of the photographic lens, that
Jaffé looks exceptionally lively in these pictures?

At any rate, there is little doubt but that this type of interna-
tional stage was the place where Jaffé could do his most energetic

work. Jaffé was driven from his homeland of Germany, experienc-

fig. 10 & 11 Exhibition of German Art,
Blevin Davis Prize, jury members.

19

Iris Lauterbach (Red.), Zentralinstitut fiir Kunstgeschichte, Minchen 1997, p.19 makes a reference to this exhibition. Many

photographs, newspaper articles and other materials related to this exhibition are stored in the Jaffé Archive.
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ing great hardship and even danger to his life at the hands of the Nazis. And yet, according to Elly, he

bore no grudge toward the Germans, and maintained close ties with both his friends from his days in

Germany and those connected to the German art world. He also enjoyed friendly relations with many

Eastern Europeans from the period immediately following the war.

Jaffé expanded his international activities after the exhibition in Munich. He acted as Secretary

of the AICA (Association Internationale des Critiques d’Art) from the summer of 1951, and Vice-

Chairman from 1955. In 1956, he obtained his doctorate with the thesis “De Stijl: the Dutch Contri-

bution to Modern Art” In 1958, he was appointed as a privaat docent (instructor) at the University

fig. 12 Jafté in the Stedelijk Museum

of Amsterdam Art History Institute. At the time, it
was extremely irregular to give university lectures on
20th century art. While holding down his busy post
at the Stedelijk Museum, Jaffé devoted great energy
to the lectures for his unpaid, concurrent post at the
university. According to his wife Elly, the lectures
were so popular at the time that the great lecture hall
was filled to capacity and some students could not sit
down. At the art museum, he organized one exhibi-
tion after another, and was involved in purchasing
the Malevich Collection, which continues to consti-
tute one of the main cores of the Stedelijk Museum
collection today. Jaffé often acted on behalf of the Di-
rector, Willem Sandberg, who was frequently away
on business - to such an extent, in fact, that Cobra
painter Asgar Jorn was led to comment that Jaffé had
contributed just as much to the success of the Stedelijk

Museum as Sandberg, if not more (fig. 12).[*20]

20 ~ Hans Sizoo, “Jaffé de jeugd en het geloof in utopieen,” Beeld, 3 (oktober 1984), p.14. On the occasion commemorating

Sandberg’s retirement, the artists attending presented works of theirs directly to Sandberg. Asgar Jorn, however, is said to

have walked past Sandberg and handed his to Jaffé, telling his fellow Cobra artists, “At the Stedelijk Museum and through

its activities, Jaffé has done at least as much for modern art as Sandberg, if not more.”



From Art Museum to University — A Full Professor of Modern Art

Buoyed by his dazzling successes, Jaffés career appeared to be smooth sailing, but in fact dark
clouds were gathering on the horizon. At the time, any person holding the position of Vice-Direc-
tor was thought to have his future all but assured as the next museum director. At some point, how-
ever, Director Willem Sandberg and Jaffés relations began to show signs of a rift. Today, when many
of the parties involved have passed away while a few remain alive, it is difficult to know the whole
truth of the affair. Elly says that Sandberg had begun to “feel jealousy” toward Jaffé for organizing a
succession of exhibitions with their own themes and intellectual frameworks, such as the “Europe
1907 “Renaissance in the 20th century;” and “Polarities: Apollonian and Dionysian” exhibitions, as
well as for winning international acclaim for his doctoral thesis and beginning to teach at a univer-
sity. In fact, by 1956, the year in which Jaffé submitted his doctorate, it had become clear to those
around them that Jaffé and Sandberg were not getting along.[+21] Regarding the reasons for this rift,
one might cite a confrontation stemming from Sandberg’s support of expressionist art such as Co-
bra, versus Jaffé’s valuing of an intellectual tendency in art, beginning with De Stijl. One may also
speculate that Sandberg may have favored the continuation of artist exhibitions and retrospectives
over the type of exhibitions Jaffé organized, with their strong intellectual component. The truth of
the matter remains a mystery, however.

Whatever the case, it is certain that Sandberg began to think of a successor other than Jaffé who
could take the reins after he retired. In 1961, Jaffé suddenly resigned from the Stedelijk Museum. In
this way, the conflict finally came out into the open, and the mass media wrote florid articles about
candidates for the successor, even competing for scoops. The first name to be mentioned was that
of Pontus Hulten of the Stockholm Art Museum. In fact, Hulten was not even a final candidate for
the post, and was later employed by the Centre Pompidou. The next to be mentioned was Eddy de
Wilde, Director of the Van Abbe Museum in Eindhoven at that time. De Wilde was in fact chosen as

Director over Jaffé in a final vote in 1963,[+22] two years after Jaffé’s resignation.

21 From Elly Interview. Through incidents such as one at the celebratory party for Jaffé’s doctoral thesis, at which Sandberg
made negative comments about Jaffé, it seems to have been quite clear to Elly and others around them that the two were not
on good terms.

22 “Mr. De Wilde benoemd tot directeur SM, Dr.Jaffé kreeg 13 stemmen,” Algeneen Dagblad (21 maart, 1963). In a final vote

between De Wilde and Jaffé, De Wilde was chosen by a margin of 31 to 13.
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23

In this same year, Jaffé was promoted at the University of Amsterdam from instructor to the
rank of regular associate professor (buitengewoon hoogleraar), aﬁd was also appointed Director of
Amsterdam's Joods Historisch Museum (Museum of Jewish History). Since Jaffés instructor post
had been an unsalaried one, he received no pay whatsoever in the two years which elapsed from
his resignation from the art museum to his promotion to university professor, leaving the burden
on his wife Elly to make ends meet. It seems to have been no easy task for Jaffé to become a profes-
sor. In fact, according to Elly, Jaffés mentor Regteren Altena had shown serious reservations about
making Jaffé a professor. When Jaffé’s uncle Paul asked, “Why can’t my nephew become a profes-
sor?”, Regteren Altena is said to have replied, “Because he’s a communist” There was a vigorous an-
ti-communist movement in the 50’ and 60’, and Jaffé, like many other left-wing Jewish intellec-
tuals of the day, was viewed with suspicion.[*23] The American government refused to issue him a
visa, his mail was censored in Holland, and he was apparently denied permission to appear live on
radio. In fact, neither Jaffé nor his wife had ever been members of the Communist Party, yet Elly
was treated as such because two committee members of the anti-nuclear organization she belonged
to were communists.

Looking at today’s Amsterdam, it is hard to imagine this sort of thing taking place there. His-
torically, Holland, and Amsterdam in particular, has been extremely receptive to foreigners of all
kinds, including Jews. Today, the city remains open to foreigners and has a decidedly left-wing feel
to it. And yet at this time, there seem to have been almost insurmountable hurdles preventing left-
wing Jewish intellectuals of German origin from holding any kind of official post. When I asked Elly
whether she thought nationalism or anti-Semitism had been a factor in the choice of the museum
director’s successor, she replied, “No, I don’t think so, because Holland is basically an open country,
but there are also some subtle emotional elements there”

In the end, Holland allotted Jaffé the roles of professor and director of the Museum of Jewish
History. In spite of various obstacles, Jaffé became a full professor (gewoon hoogleraar) and attained
a secure social standing. A difficult situation of a somewhat different nature, however, arose at this

point. Several years after his appointment as professor, the whole university was drawn into the vor-

George L. Mosse, German Jews Beyond Judaism, Ithaca, Indiana University Press 1985, Chapter 4 was consulted in regard

to the Jewish left-wing identity.
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tex of the student movement and the campus democratization movement. In Holland, the 60’s wit-
nessed the rise of an anti-Establishment movement known as Provo. Even within the university, it
seems that the student movement was particularly vigorous at the Art History Institute.[x24] To give
a concrete example, from this period on through to the 70% it became difficult to hold classes in the
so-called lecture format. This state of education was criticized on the grounds that professors one-
sidedly forced their knowledge and values onto the students from their teaching platforms, and most
classes were transformed into small seminar formats. This rejection of the lecture format continued
for quite some time, and it was apparently only as Jaffé was approaching retirement that he became
able to hold lectures again. If this had only been a movement to democratize the campus, it seems
unlikely that Jaffé would have found any major problems with it. When the students and younger
staff members at the Art History Institute, however, shifted abruptly from established research meth-
ods in the direction of ideological criticism, it began to lead to friction with Jaffé. Jaffé belonged to
the final generation to acquire classical “Bildung” (learning) within the German Gymnasium system,
and for this reason the change in values of the 60’s turned its fire on Jaffé, who was still very much in
the prime of his life.

When 1 started to study in Amsterdam in 1981, the lecture format had been restored, and Jaf-
fé gave talks on Picasso and De Stijl in the great lecture hall. The De Stijl lectures were particularly
popular, and I recall the lively question-and-answer periods which followed. The overall curricu-
lum of the institute, however, consisted overwhelmingly of classes in the seminar rather than lec-
ture format. The teacher’s role in such seminars was to give some sort of direction to the proceed-
ings and then act more or less as an observer, clearly envisioning a classroom situation in which the
leadership lay with the students. I was particularly struck by the prevalence of ideological criticism
and sociological approaches in younger teachers’ classes.[#25] I did not think much about the rea-
son for this at the time, but this was unmistakably a lingering effect of the student movements of the
past. Younger staff and students clearly treated Jaffé with respect, yet when they did criticize him in

some way, it was invariably to say, “Taffé isn’t critical enough” In other words, Jaffé, in spite of be-

24
25

Hans Sizoo, op.cit. (Note 20) was consulted in regard to Provo and the 60’s generation.

See Kodera Tsukasa, “An Introduction to Overseas Institutes — the University of Amsterdam Art History Institute,” Philokalia

2, 1985, pp. 201-204. (in Japanese)
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ing a Marxist, was unable to systematize or theorize his political stance in any clear form within his
art historical research. Though he discussed contemporary art, his method of discussion was quite a
classical one.

Jaffé, who had been in poor health for some time before his retirement, passed away in 1984,
just one week before he was due to retire officially. In light of this, the book prepared to commemo-
rate his retirement took on instead the aspect of a collection of memorial essays, titled “Met eigen
ogen (with my own eyes)” Though Jaffé had never characterized his own view of things as an expert
one, he asserted at every available opportunity that the raison detre of art history did indeed lie in
the act of “looking” Behind Jaffé’s persistent clinging to this seemingly obvious assertion lay his in-
tent to criticize and remonstrate against the ideological tendencies of the younger generation. And
yet, one senses something more profound than this motivation alone lurking behind Jaftés attach-

ment to “looking,” a matter which will be dealt with later in this study.

2. Written Works

Jaffé dealt with a great variety of themes in his writings. This study will examine only a few of
his more important works. For an overall picture, readers may refer to the complete list of Jaffé’s
written works appearing in the appendix of the anthology mentioned at the beginning of this study.
Jafté’s writing most often involves De Stijl, Mondrian, or van Gogh. Other recurring modern art
themes are Picasso, Chagall and Cobra. Other works appearing in the anthology include articles
on the Apollo Temple at Phigalia, Runge and Humbert de Superville, Schinkel, Goethe, icons and
contemporary art, Baudelaire, Romanticism, Jewish Haggadah, emigrated‘ artists etc. Additional-
ly, there is evidence that Jaffé was preparing for an unwritten work on the springs and fountains in
Italian piazzas.[x26]

Jafté wrote several works on antiquity and the Middle Ages, but his basic sphere of interest
clearly lay in modern art. In a treatment of icons, for example, Jaffé ends up quoting Kandinsky in

regard fo the modernity of the icon. Jaffé wrote almost nothing, however, on the subject of American

26

Photographic data and fragments of a manuscript on the subject of Ttalian piazzas remain in the Jaffé Archive.
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modern art. He once had the experience of living in the United States at the invitation of Harvard
University, but Jaffés wife says that the United States held little appeal for him as a country.

Partly owing to his job as director of the Museum of Jewish History, Jaffé wrote a great deal on
subjects related to Judaism, such as the Haggadah, synagogues, the Judaica Collection and represen-
tations of Jerusalem in Judaism.[*27] In regard to Judaism, however, Jaffé’s interests and understand-
ing rarely go beyond the realm of common knowledge, and his studies on the matter seem devoid of
any clearly discernible political message. Except for very rare exceptions, such as his 1962 newspa-
per article titled “Is There Such a Thing as Jewish Art?”, his writings on Judaism have a somewhat
flat tone, both academically and politically, and lack the passion of his works on modern art. Perhaps
Jafté, an acculturated Jew, did not identify with traditional Jewish culture on a personal level. Rather,
to trace the roots of Jaffés identity, it is necessary to go back to his time in Frankfurt, specifically the
education he received at the Goethe-Gymnasium.

An essay titled “Comparison of Two Modern Paintings” appears at the beginning of the Jaffé
anthology (fig. 13).[x28) In 1931, a 16-year-old Hans Cohn submitted it as a class paper at the
Goethe-Gymnasium. The essay compares Ferdinand Hodler’s “Reader;,” displayed in an exhibition at
Frankfurts Stadel Art Museum, with Erich Heckel’s painting of the same theme. Referring to Cézanne,
van Gogh, Gauguin, Feininger, Byzantine art, Grunewald, El Greco and Goethe’s theory of color to
develop his argument, he ends up recognizing the expressionistic tendency in all manner of art, in-
cluding prehistoric and folk art. He concludes by emphasizing that the artistic image is not a mere
“reproduction,” but an expressionistic and symbolic entity. Reading this essay, it is evident that at age
16, Hans Cohn had already acquired a fundamental knowledge of art history, a grasp of the expres-
sionist aesthetic, and rudimentary ideas which would later come to constitute the core of his work.

Below, this study seeks to follow Jaftés ideological development by examining his written works

27

sitie van Joodse kunst in Recklinghausen,” De Groene Amsterdammer, 84 (1960) 53, p.9. “Inleiding,” in: exhib.cat.Joodse
verluchte handschriften, Amsterdam (Joods Historisch Museum) 1961. “Discussie over een oud probleem. Bestaat er een
Joodse kunst?” Nieuw Israelitisch Weekblad 93 (1962), 26, pp.6-7, 9. “Inleiding.” in: exhib.cat.Judaica uit een particuliere
verzameling, Amsterdam (Joods Historisch Museum) 1964. “The illustrations,” in: M.Spitzer (ed.), The bird’s head haggada

of the Bezalel National Art Museum in Jerusalem, 1967, pp.31-89.

28 See note 9.
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“Het hemelse en het aardse Jeruzalem,” Drukkersweekblad en Autolijn, kerstnummer 1959, pp.47-61. “Synagoga - expo-

085



086

SEon 3
Vergtid wtive nocbir Qi .
Ao il Yot s wie. ouselling
MMMM&MMM
1 Botnsh ol s, Mmqwmmwmm
by oo, doffsiong 2 &um&wrlmlf«uhdbu
doe i v snprsiididee sl
b i, Do wie, Ot 34 b B, &

2t v o s o do, v b i deits B .

‘t““‘“’“J N hdd mad W sk or
uw%ﬁmﬁmwmmw
MW fin . T on
M%MMMMQMW M%W

Q&MAWMM
Tode snd cudk i Yk, me

Jobtes dtered

B | s won Jade middy muts b - Do wor
2l fabos, Uirdlr tiprtsimaiinds, e s, uih
rydn%: M Qosde oo epratniamus s
:Mauu JJ!MM?MAMM
gebreb i Sadel i i Dhuaclt o dom, Yot
Ja Wikapofolilomen on vl il Gobicdsn. Do
vl e Sl g, nnckinlih, doo. wid,_se 9
bnyeihod tiafr dadeunk, il %Ammw
dnolds Jnd % s sidiow Gant Uprtusiish
%fd,z wm@ﬁ?’mmwwm

owstomtm | pfostioiiiel, clow o Vot e, 4 cue], Frdee
= Htht %wm e s ol ol B

mmmm AM% /,;,4% 0 e rolgln

& it T Uilend,

wnde m»az(/i;& it A At &Mm
Line A ..-.(rl-..zu ”%/.-A
o | 4 va

fig. 13 “Vergleich zweier moderner Gemalde”

in roughly chronological order. As is stated in both the preface and postscript of Jaffé¢’s anthology, the

concept of Bildung he acquired at the Goethe-Gymnasium unmistakably pervades all of Jaffé’s work

on a fundamental level. The real question is how and on what level this concept proceeds to develop.

Bildung

As is pointed out in Mosse’s German Jews Beyond Judaism and studies of modern Judaism in

general, the concept of Bildung is indispensable for understanding modern European Jews, and Ger-

man Jews in particular. [¥29] The liberation of the European Jews began when the Enlightenment

spread throughout Europe with the Napoleonic wars, and revolution transferred political power

from the aristocracy to the new emerging class of townspeople. It is a well-known fact that the con-

cept of Bildung is comprised of ideals established by German classicist writers such as Goethe, Schil-

29

Mosse, op.cit. (Note 23).
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ler and Humboldt. It involves the pursuit of a universal and ideal humanity, endowed with intellec-
tual beauty and ethical nobility, which harmoniously integrates the true, the good and the beautiful.
The seeds of this humanity exist within each and every human being, and can be nurtured and
brought out by Erziehung (education). While Bildung is essentially an individualistic ideal, it also
came to bolster the ideology of the emerging townspeoplé’s class, as a new value to replace aristo-
cratic nobility of the blood.

The Jews liberated at the height of the Enlightenment promptly embraced the ideal of Bildung.
The timing of the liberation of Jews in Germany and the surrounding area, and the ideal of Bildung
perceived by these newly-liberated Jews, had a definitive impact on subsequent German Jewish
identity. By educating themselves, Jewish people made it possible for themselves to live as Germans
and cosmopolitans.

In order to get a clear picture of the ideal of Bildung, it may be useful to envision its conceptual
opposite: nationalism and ethnocentrism, which favor emotion over reason and the group over the
individual. Needless to say, it was the rapid rush in this direction that brought about the horrors of
the Holocaust. Racial and national myths that allow no room for rationalization, right-wing nation-
alistic ideology that promulgates ideals of “pure-hearted and well-intentioned human beings, simple
and unsullied by reason” - these constitute the ultimate menace to the ideal of Bildung. In his Réflex-
ions sur la question juive, Sartre expresses this type of anti-Semitic rhetoric as follows: “Let us leave
to the Jews all that can be procured by means of the intellect or money, for such things are just emp-
ty. All that is truly important is that which is of irrational value, and that is the very thing we shall
never grant them. [+30]”

Even as times changed and Bildung was reduced to an accoutrement of bourgeois materialism,
the Jews clung to the former ideal of Bildung, for since their liberation it had been virtually the only
way for them to live honorably. One could go further and say that when this ideal crumbles and eth-
nocentrism takes control of the world, the Jews lose not only their honorable way of life but even a
land to live that life in. It is already a well-known fact that the German Jews became highly accultur-

ated in Germany, becoming in some ways better-versed in classical German culture than the Ger-

30
sho, 1956, p.24.
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Jean-Paul Sartre, Réflexions sur la question juive, Paris 1954, Referred to Japanese translation published by Iwanami Shin-
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mans themselves. [*31] With the passage of time, however, the concept of Bildung came to be alter-
nately misunderstood, distorted to serve ethnocentric interests, and even construed as some sort of
religious idea. With this, the situation became more and more dangerous for the Jews. Moreover,
the ideal of Bildung, which should rightfully have been made available to all people, came to be con-
trolled by the intellectual elite at gymnasia and universities, an asset available only to a privileged
minority. The more the Jews clung to this asset, the more the “simple masses,” and the right-wing
nationalists bent on instigating them, came to view the Jews with hostility, dooming them to further
isolation.[#32]

Though Jaffé was educated in the final days of the Weimar Republic, the education provided at
prestigious gymnasia of the time would certainly have been based on the traditions of Bildung. In-
deed, one can find traces of this in Jaffés subsequent writings, such as “The Frieze of the Apollo Tem-
ple at Phigalia” (1976), “Schinkels Gemilde ‘Blick in Griechenlands Blute’ - ein Bildungsbild” (1982),
“Goethe en Nederlandse schilderkunst” (1983), and “Farbetheorie und Formtheorie; Runge und
Humbert de Superville” (1979). One can also find quotes from Goethe in “Inleiding tot de kunst van
Mondriaan” (1959) and Jaffé’s notes for the unrealized lecture which would have commemorated his
retirement.[#33] It is impossible to know Hans Cohn’s take on the ideal of Bildung, isolated and ossi-
fied as it had become within the academic world, at the time he was completing his education at the
gymnasium. There is little doubt, however, that witnessing the demise of the ideal of Bildung would
have left Jaffé with anxiety about his future, as well as a keen realization that he could not persist in
clinging to the ideal as it was. What stance, then, did Jaffé adopt to cope with this? The first keys to

0

finding out lie within Jaffés inaugural lecture and his doctoral thesis.

31 Mosse cites the fact that many members of the German Goethe Association were Jewish (op.cit., Note 23, from p.94). Fur-
thermore, Peter Gay, Freud, Jews and other Germans: masters and victims in modernist culture (Oxford 1978) cites several
examples of the extent to which acculturation of the Jews had progressed. (Japanese translation, p.205, etc.)

32 Mosse, op.cit. (Note 23), pp.28-31.

33 “Schinkels Gemilde ‘Blick in Griechenlands Blute’ - ein Bildungsbild,” Wissenschaftliche Zeitschrift der Ernst-Moritz Arndt

Universitit Greifswald, 31 (1982) 2/3, pp.121-125. “Goethe en Nederlandse schilderkunst,” Duitse Kroniek 33 (1983) 4,
pp.2-12. “Farbtheorie und Formtheorie: Runge und Humbert de Superville] Wissenschaftliche Zeitschrift der Ernst-Moritz
Arndt Universitit Greifswald, 28 (1979) 1/2, pp.15-18. Inleiding tot de kunst van Mondriaan, Assen (Born) 1959. All of the
above are included in Over Utopie en werkelijkheid (Note 1).
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| De Stijl

Among Jaffé’s work as an academic, his doctoral thesis, “De Stijl: Dutch Contribution to Mod-
ern Art;” his inaugural lecture as an instructor, “The Problem of Reality in Twentieth-Century Art”
(1958), and his inaugural lecture as a professor (oratie), “Het beeld en het woord” (1964), are par-
ticularly significant.[+34] At the University of Amsterdam, doctoral thesis defenses and inaugural
lectures by instructors and professors are held in the university auditorium (the Church of St. Luther
in downtown Amsterdam). More or less completely open to the general public, such events are also
the object of considerable public interest. Most such lectures are published, and their contents are
frequently debated on the pages of newspapers. Furthermore,

they are aimed not only at specialized scholars or universi-

ty colleagues but also at the general public, with the intent of
demonstrating the speaker’s academic and political stance as a
scholar. For this reason, such events offer fascinating glimpses
of a candid side of the scholars which is not readily visible in
their written scholarship. This study will now focus on Jaffés
inaugural lecture as an instructor, which not only served as Jaf-
fé&s starting point as an academic, but also expresses his stance
most clearly among the works in question here (fig. 14).

Jaffés inaugural lecture as an instructor, “The Problem
of Reality in Twentieth-Century Art,” touches on the work

of Mondrian, Van Doesburg, Kandinsky, Klee, Van Gogh,

Courbet, Monet and Cézanne. Besides comments by the afore- . o
fig. 14 Jaffé, inaugural lecture, University

mentioned artists, Jaffé also quotes Max Dvorak, Rilke and of Amsterdam.

Flaubert as he develops a theoretic defense of modern art. In

34 H.L.C.Jaffé, De Stijl 1917-1931, the Dutch contribution to modern art, Amsterdam 1956. Het probleem der werkelijkheid in
de beeldende kunst der XXe eeuw, Amsterdam 1958. Het beeld en het woord, Amsterdam 1964. Jaft€s doctoral thesis was re-
published in 1986 by Meulenhoff/Landshoff and Harvard University Press. The latter two are included in the Jaffé anthol-
ogy. Jaffés inaugural lecture as instructor, listed second above, has also been published in French and English. “Le proble-
me de la réalité dans la peinture contemporaine,” Bulletin des Musées Royaux des Beaux-Arts, 8(1959) 3, pp.149-167. “The

problem of reality in twentieth-century art,” Delfa, 2 (1959) 2, pp.34-43.




terms of content, Jaffé, drawing on Dvoték and Worringer, argues that modern art, and abstract art
in particular, is a reflection of the reality of the modern world, then goes on to affirm its significance

as such.[#35] The following is an excerpt from the conclusion of the lecture.

In other words, value of a transcendental nature, reality in the old sense of the term universa-
lia sunt realia. For the sake of this value, the sensual pleasure of organic “matter;” the naturalistic,
the “material world,” the world of aesthetic appearances... these have already been banished entire-
ly from 20th century art. This banishment is characterized by struggle, a struggle toward the purity
which is an attribute of the Absolute. Along with this tendency toward purity, however, it has simul-
taneously been a form of protest and dissent — a protest against the reality of today; against the insig-
nificance of “matter;” against the powerlessness of man. In today’s world, mere beauty is a falsehood.
In a world of nuclear bombs, with the latent potential for a tragedy even far greater than that of
Hiroshima, beauty has been defiled and diminished. The nuclear bomb has reduced the ivory tower
of “art for art’s sake” to ruins. “Material” beauty has been further diminished by another fact as well.
That is, beauty has forsaken people too numerous to count, and has become a privilege accessible
only to a chosen few people in a chosen few nations. (...) The role of ourselves and our contempo-
raries, then, is to respectfully and patiently point out the semiotics of these [modern arts]. (...) “When
I can depict these signs, among them signs in which I can discover myself, on a canvas; and when a
number of other human beings are touched by these, and extend me the hand of brotherhood - at
that time, I shall feel that I have attained victory, and shall wish for nothing more. I believe that the
quality of a work of art can be measured by the amount of humanity it contains, and the amount of
humanity it evokes” (Roger Bissiére). (...) “The more I think about it, the more I feel that nothing
is so truly artistic as the act of loving others” (Van Gogh). The relation between man and reality has

undergone myriad transformations, but is inexorably linked to human ties in every age. [x36]

35 I have already dealt with the contents of this lecture, as well as its criticism by Evert van Uitert, who succeeded Jaffés profes-
sorial position, in a previous study. See Kodera Tsukasa, op.cit. (Note 1), pp.309-325. I also consulted van Uitert’s criticism
of Jaffé (E. van Uitert, op.cit., Note 1); and Rob Lambers, “Hans Jaffé, kunsthistoricus en promotor van de moderne kunst,”
Kunstlicht 14 (1993) 1, pp.10-14.

36 “Het probleem der werkelijkheid in de beeldende kunst der twintigste eeuw,” in: Over utopie en werkelijkheid (Note 1),

pp.31-33.

090 rterfa itie



This constitutes a sort of confession of faith. In short, the world of so-called realistic or repre-
sentational painterly beauty is a falsehood in the modern world. Only the world presented by mod-
ern art can transfer itself into human ties - not a national or ethnic bond, but a bond which con-
nects individuals. Mild though it may be, Jaffé has thus worked a subtle message of anti-war and left-
wing ideology into his discourse on modern art. The core elements of Jaffé’s ideology are all more or
less present in this lecture. The ideal vision which Jaffé depicts, both directly and indirectly, over a
wide range of themes in his writings can also be found in this lecture in practically identical form.
The fact that Jaffé chose the De Stijl movement for his doctoral thesis also shows that he felt a great
affinity for the image of the world idealized by De Stijl or Mondrian. To Jaffé, Mondrian and De Stijl
were not merely the object of his artistic interest, but also of his social and ethical interest and deep
empathy. And at the root of this idealized image of the world with which Jaffé empathized, one finds

the universal value and cosmopolitanism of art.

The AICA International Conference — The National and International Character of
Modern Art
The Jaffé Archive contains materials related to the AICA (Association Internationale des Cri-
tiques dArt) Conference held in Warsaw in 1960. The basic theme set for this conference was, “The
International Character of Modern Art, and the Role Played by Various National Characters in its
Formation.” Before the conference, a survey was conducted by the organizers, and the results were

distributed at the conference as reference data.[+37] The data is fascinating in the sense that it con-

37

‘The results of the survey were summarized in a typed document. VII CONGRES INTERNATIONAL DES CRITIQUES
D’ART, Varsovie — Septembre 1960, CART - LES NATIONS - LUNIVERS, Enquéte Internationale, Section Polonaise de
TAICA, Varsovie, rue Dluga 26-28, Instytut Sztuki PAN. 1) art moderne en tant que phénomeéne international. 2) Lart
moderne en tant que résultat et expression des multiples traditions et tendances artistiques des différents peuples. 3) Lart
moderne et les perspectives du dévelopment de lart des differents peuples. In addition to replies to the survey, the names
of the participants are listed in the program for the conference. Inspection of these reveals that few of the participants
were from Germany or Britain while a conspicuously large number of them were French, indicating the active and system-
atic participation of the French contingent. The AICA Director at the time was James Johnson Sweeney and the Confer-
ence Secretary-General was Juliusz Starzyriski (Poland), Head of the AICA' Polish Section, while Lionello Venturi acted as
Honorary Chairman. Giulio Carlo Argan (Italy), Raymond Cognat (France), Pierre Courthion (Switzerland), J.J.Crespo de
la Serna (Mexico), Haim Gamzu (Israel), Will Grohmann (Germany), Emile Langui (Belgium), Mario Pedrosa (Brazil) and

Tominaga Soichi (Japan) are listed as AICA officials. Georges Wildenstein is named as an honorary member. Gert Schiff,
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veys the state of the European art world in 1960, and is helpful for understanding Jaftés stance at
the time. The survey consisted of three question headings: 1) modern art as an international phe-
nomenon; 2) modern art as the result or expression of the multiple artistic traditions and tendencies
of various nations and their peoples; and 3) modern art and perspectives on artistic developments
among various nations and their peoples. One can summarize the supplementary explanations for
each heading more or less as follows. First, can modern art be understood as the product of one sin-
gle and unified international character, and if so, in what sense? Secondly, what influence do modern
art’s diverse origins, and the fact that modern art is created by a variety of nations and peoples, have
on its character in this case? Thirdly, will the art of the world’s various countries and peoples con-
verge into one unified form in the future, or diverge into an even greater variety of forms?

About 20 responses were received from art critics, art historians, architects and other special-
ists from France, Holland, Germany, Poland, Italy, Yugoslavia and Colombia prior to the confer-
ence. The respondents included Jan Biatostocki, Waldemar George, Pierre Restany, Pierre Cour-
thion, Michel Ragon, and, of course, Jaffé, who was Vice-Chairman of the AICA at the time. Jaffé
looked over the assembled survey data and, in many cases, wrote short comments or underlined
passages in pencil. The following are extracts from some of the passages underlined or otherwise

noted by Jafté.

An “artist” truly worthy of the title can attain universality without ceasing to be himself or flee-
ing the place in which he finds himself. (...) Modern art is not, and can never be, an entirely fabri-
cated language like Volapiik or Esperanto. It must illustrate diversity within unity.[*38] (Waldemar

George. Not underlined, but the entire left column has been marked with a vertical line.)

Dore Ashton, René Jullian, Jacques Lassaigne, Pierre Restany, Renilde Hammacher-van den Brande, Peter Selz, Wladystawa
Jaworska, and Nakahara Yusuke are listed as participants. Jaffé’s notes also include the name “Takashina, Usami” as partici-
pants. Furthermore, Jaffé’s own report on the conference was published. “Het Ve Congres van de A.LC.A. te Warschau,”

Museumjournaal 6 (1961) 8, pp.191-94.

“Un artiste vraiment digne de ce titre peut atteindre l'universalité sans cesser détre lui-méme et sans jamais s'évader de son
plan. Dante vouait un culte a Rome mais n'aimait que Florence.
Lart moderne nest pas et ne peut étre un langage fabriqué de toutes pi¢ces comme le Volapiik ou bien I'Espéranto. Il doit il-

lustrer la diversité dans 'unité” (Waldemar George)
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As we ourselves have shown, modern art does not deny the artistic originality of various peo-

ples; it creates a common language for them. Their creations, however, will vary greatly depending
on the degree of national development and the national disposition. The result is akin to dialects’
tendency to diversify within a common language. Thus modern art is in no way a type of Volapiik
or Esperanto. Unlike an artificial language, modern art never tries to “translate” the content of na-
tional creations, but expresses it instead with directness and the utmost sincerity, for it is essentially

international and universal in nature.[¥39] (France Stele, Yugoslavia.)

The torment that puts painting in motion is that of the anguish of being. This anguish of being

has become the first and final justification of the creative act. Purely aesthetic concepts are second-

ary in this enterprise of self-realization. (...) Painting has become the international, sensual and im-
mediate language for expressing the anguish of being. Both the creator and viewer of the work speak

this same language. The devotees of the finely-crafted objet, the epicures of the painting world, are

headed for extinction.[+40] (Pierre Restany. The second underlined passage has been marked with a

question mark.)

Overall, modern art is apparently viewed as a common language of the world’s various peoples.
It is not an artificial language like Esperanto or Volapiik, but one that rests on artistic “creation.”
Nor is it believed to eliminate or assimilate individual or national character. These ideas constitute
AICA's basic ideological line at the time, and Jaffé’s responses to the survey more or less follow this

line. What distinguishes Jaffés response from the others are his use of De Stijl as an illustrative ex-

39—

40—

“Comme nous I'avons exposé, l'art moderne n¥écarte pas loriginalité artistique des divers peuples; elle leur crée un langage

commun, mais leurs créations différent infiniment selon le degré de Iévolution et des dispositions nationales. Le résultat est
semblable aux tendences de différentiation des dialectes au sein d’'une langue commune. Lart moderne nést donc nullement
une espece de volapiik ou espéranto. En contraste avec une langue artificielle, I'art moderne ne ‘traduit’ pas le contenu des
créations nationales, mais, parce quil est essentiellement international et universel, il lexprime directement et avec pleine
sincérite.” (France Stele, Yougoslavie)

“Le tourment qui anime la peinture est celui de langoisse détre. Cette angoisse détre est devenue la justification premiére et

derniére de T'acte créateur: Le concept esthétique pur passe au second plan dans cette entreprise de réalisation de soi.(...)

La peinture est devenue le langage international, sensuel et immediat de Fangoisse détre. Auteur et spectateur de I'ceuvre

parlent ce méme langage. Les amateurs de fobjet bien fait, les gastronomes de la peinture tendent a disparaitre” (Pierre Restany)
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ample, and his emphasis on the Dutch national character. Jaffé begins as follows: “The De Stijl move-
ment has created universal values, and actually produced works of universal value. It has thus made
a contribution, national in origin, to the international development of art in our century” He pro-
ceeds to state that “The art of De Stijl (...) is deeply rooted in the spiritual climate of the Nether-
lands,” and writes that the right angles and horizontal lines which make up the De Stijl ‘style’ owe
something to the Dutch landscape, which i, literally, artificially made. He goes on to describe the
landscape itself as something “human reason has given” (italics by writer), and stresses the existence

of the Dutch character as one shaped by reason.

On the other hand, the De Stijl art movement is also descended from an old Dutch tradition -
that of Puritanism. This Puritanism - both moral and theological - already existed within Dutch
spirituality before the arrival of Calvinism, and it has since become part of the national character.

All Dutch are Puritans, whether they be Protestant, Calvinist, Jewish or atheist. This Puritan-
ism - that is to say, the need for overriding, rigid principles in daily life - was reinforced by Calvin-
ism. The first important act by the Calvinists in Holland was that of iconoclasm. The masters of De
Stijl are the rightful descendants of these iconoclasts of the 16™ century. (...)

For this principle [the principle of unifying human activity], De ‘Stijl’ [style] has created the
language and written the grammar for a new formative vision. This language transcends borders, it

belongs to all the nations of our age.[#41]

41

“Le mouvement du Stijl a créé des valeurs universelles, il a réalisé des ceuvres universellement valables; il a donc donné une
contribution - dorigine nationale - au développement international de l'art de notre siécle.

Lart du Stijl - la peinture de Mondrian, de Van der Leck, de Van Doesburg et larchitecture de Oud, de Van ’t Hof, de Wils,
de Van Eesteren et de Rietveld - est profondément enracinée dans le climat spirituel des Pays-Bas. Cet art, oli régnent la li-
gne droite et I'angle droit, avec les couleurs primaires, est fait a I'image de la Hollande.

Méme l'image physique pourrait y contribuer - puisque la Hollande est un des rares pays, ou I'horizon nlest pas une ligne
imaginaire, mais un fait visuel: une ligne droite et horizontale. Mais ce qui est d'une importance beaucoup plus grande, cest
le fait que la raison humaine a donné au paysage hollandais - ce paysage ou la nature ne compte que trés peu — ce méme ca-
ractére du rectiligne est de Torthogonal. (...)

D’autre part, le mouvement artistique du Stijl est aussi un descendant d’une vieille tradition hollandaise - celle du purita-
nisme. Ce puritanisme ~ moral et théologique - était déja présent dans la spiritualité hollandaise avant l'arrivée du calvis-
nisme: depuis il est devenu partie du caractére national.

Tout hollandais est puritain, quil fat protestant, calvinisme, juif ou athée. Ce puritanisme - C’est a dire [sic] ce besoin de la
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Here, “Puritanism” is not used in the general sense but rather to express a quite specific and ab-
stract meaning, namely “the need for overriding, rigid principles in daily life”” It would be difficult
to point to a concrete example of this type of “Puritanism,” which Jaffé claims had already existed in
Holland before the arrival of Calvinism. Though this assertion is something of a stretch, by calling
Puritanism a Dutch tradition and going out of his way to link it to the right angles and horizontal
lines of Neo-Plasticism as well as to the Dutch landscape, Jaffé effectively presents De Stijl as simul-
taneously national and international.

To his doctoral thesis, Jaffé had already added the subtitle, “Dutch Contribution to Modern
Art” Both in his doctoral thesis and in his response to the survey on this occasion, he cites the Dutch
word schoon as an example underscoring the profound connection between De Stijl and Holland. In
other words, he points out that schoon means both “beautiful” and “pure;” and uses this as evidence
to support his assertion that a tradition of equating purity with “beauty” exists in Holland.[#42]

A little thought on the subject, however, makes it clear that it would be impossible to character-
ize Dutch art traditions in terms of the concepts of intellectuality, purity and rigid principle alone.
Though Vermeer, Saenredam, today’s Peter Struycken and others do more or less fit into this narrow
sense of “tradition,” the presence of Dutch artists such as Rembrandt, Jan Steen, Van Gogh and the
Cobra group makes it inappropriate to call De Stijl and its ideals “quintessentially Dutch.” (%431 The
reality of that which Jaffé calls “Dutch tradition” would seem to be something different.

From his doctoral thesis onward, Jaffé continued in his work of characterizing De Stijl as an
art movement with both national and international properties. It was in “Die Niederldndische Stijl-
Gruppe und ihre soziale Utopie” (1965), which appeared in a German arts and aesthetics journal,

that Jaffé expressed this argument in its most well-rounded form, treating it as an ethical and social

domination d’un principe rigide sur Ia réalité quotidienne - a été renfoncé par le calvinisme. La premiére action importan-

te des calvinistes en Hollande fut I'iconoclasme. Les maitres du Stijl sont des descendants légitimes de ces iconoclastes du

XVliesiécle. (...)

Pour ce principe, le ‘Stijl’ a créé un langage, il a écrit la grammaire d’'une nouvelle vision plastique. Ce langage dépasse les

frontiéres, il appartient a tous les pays de notre époque.”

42 Mark Cheetham, Rhetoric of Purity (Cambridge 1991) is a study on “purity” in modern art, but the writer makes the griev-
ous mistake of equating Mondrian’s thinking with Nazi ideology.
43 Jan G.van Gelder, “Two Aspects of the Dutch Baroque. Reason and Emotion,” in: The Garland Library of the History of Art,

Seventeenth Century Art in Flanders and Holland, New York & London 1976, pp.445-453, (plates pp.148-153).
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rather than an artistic issue. In this study as well as “De utopie der beeldende kunstenaars” (1970),
Jafté demonstrates the extent to which formative artists present a vision of utopia by means of their
work and theory.[+44] Below is an extract from “Die Niederldndische Stijl-Gruppe und ihre soziale

Utopie” in which Jaffé discusses the connection between painting style and society.

Indeed, enlightenment is at the core of the task which Mondrian and the other De Stijl masters
have assigned to art. The light issued by this art pours into a variety of realms, including, of course,
the social realm in particular. Mondrian’s writings on the subject of social utopia are grand as well
as moving. “Rectangular prisms of various sizes and shapes amply illustrate the following. That is to
say, internationalism never signifies chaos, whose dominant element is monotony. Rather, it guides
us to an ordered unity in which the boundaries have been accurately drawn. The boundaries of Neo-
Plasticist painting could even be called exceedingly clear. These borders are never closed in the true
sense, however. Crossing perpendicular lines divide each other endlessly, and this rhythm extends
to the entire work. Similarly, in the future international order, various countries will each have their
own unique and even further-enhanced value, for they are all of precisely equal value to each oth-
er. Proper national boundaries will exist, in accordance with each country’s value in relation to the
league of nations as a whole. These boundaries have been accurately marked, but they are not ‘closed’
There is no need for customs officials or passports.” (...) And in this society, as well as in Mondrian’s
utopian representations, there is no such thing as class. Theo van Doesburg memorably expressed
this in writing: “There is no such thing as art made by the proletariat, for a proletarian ceases to be
a proletarian and becomes an artist the instant he creates art. The artist is neither proletarian nor
bourgeois, nor is what he creates proletarian or bourgeois in nature; it is a work of universal human-
kind. (...) As long as it is a work of art, it completely transcends class differences of the proletariat

and bourgeoisie. [¥45]”

The quote from Mondrian comes from “The New Art — The New Life: the Collected Writings of

44

45

“Die Niederlindische Stijl-Gruppe und ihre soziale Utopie,” Jahrbuch fiir Asthetik und allgemeine Kunstwissenschaft, 10
(1965) pp.25-35. “De utopie der beeldende kunstenaars,” in: Plus est en vous. Opstellen over recht en cultuur. Aangeboden
aan profmr.A.Pitlo ter gelegenheid van zijn 25-jarig hoogleraarschap, Haarlem (Tjeenk Willink) 1970. pp.478-92.

“De Nederlandse Stijigroep en haar sociale utopie,” in: Over utopie en werkelijkheid...(Note 1) pp.210-211.
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Piet Mondrian,” while the Van Doesburg quote was taken from De Stijl.[+46] Mondrian acknowledg-
es the existence of national borders but not that of “border checkpoints,” and states that maintaining
the balance between various countries constitutes international relations. It is there that Mondrian
finds a connection to the formative characteristics of his own work, and a connection to evenwicht
(equilibrium), a favorite word of Mondrian’s that he frequently used. For Mondrian, Van Doesburg
and Jaffé, the utopia represented through art is rooted in enlightenment and universal reason, a
world without class struggles or border checkpoints. Incidentally, Jaffés quote from Mondrian ends
with “There is no need for customs officials or passports,” but in Mondrian’s actual written work,
there is one sentence after this which concludes that particular paragraph: “Foreigners will no longer
be looked down upon as people stripped of their citizenship.” For some reason, Jaffé chose to omit

this one sentence from his quote.

Spinoza
When Jafté discussed utopia in art, particularly Mondrian and De $tijl’s utopia, there are two
proper nouns which frequently come up: Holland and Spinoza. The following are extracts from “Die

Niederlandische Stijl-Gruppe und ihre soziale Utopie” :

“Here, De Stijl’s social utopia appears before us with its full significance and in unfettered form.
It was not built on a political or ethical foundation, but constitutes the first utopia to be born of aes-
thetic principles and artists” insight. For this very reason, this utopia would appear to be character-
istic of our century, as well as of Dutch spirituality, for Dutch spirituality has always favored images
over words as a form of expression. Furthermore, in many ways this utopia fits in with that image
which Huizinga termed “the distinctive character of Dutch spirituality” In the course of such obser-
vations, one is likely to become aware of a certain kinship between purpose and form; that is to say,

the kinship which connects De Stijl's work as a whole with the life work of Spinoza.[+471”

46 H.L.CJaffé, De Stijl 1917-1931(Note 34), pp.210-54. Also included in H.Holzman & M.S.James (eds.), The New Art - The
New Life: the Collected Writings of Piet Mondrian, London (Thames and Hudson) 1986. The van Doesburg quote is taken
from De Stijl jrg.6, p.17.

47 Over utopie en werkelijkheid (Note 1), p.210.
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“(...) We must begin by forming images which will need to be actualized by society sooner or
later. (...) If new men can convert nature into something like that which shapes themselves — that
is, to create a balance between the natural and unnatural - then all people, you included, will be
able to reclaim earthly paradise through these new men.” These are words straight from Mondrian’s
heart. His art and life were dedicated to this ‘reclaimed paradise’ In this respect, he bears a resem-
blance to Spinoza. One can also point out similarities with Spinoza in the methodology of Mon-
drian’s search for this paradise, which involved the use of clear and theoretical, one might even say
mathematical, language; and in the sense that Mondrian’s utopia was also ‘geometrically demon-
strated” Furthermore, a quintessentially Dutch axiom is put into practice in the ethical extension of
this aesthetic utopia. Our word schoon simultaneously combines the meanings of both mooi (beau-
tiful) and zuiver (pure), and the axiom states that the key to pure linguistic expression lies within

this fact.[*48]

In his other written works, too, Jaffé asserts that Spinoza’s life work most closely characterizes
Mondrian and De Stijl's work as a whole, and that the full title of Spinoza’s main work, Ethica ordine
geometrico demonstrata (Ethics Demonstrated in Geometric Order, genefally abbreviated as Ethic),
was the best linguistic characterization of Mondrians body of painting. [*49] To be sure, there is some
similarity between the two in the sense that both, while adopting a geometric, intellectual methodol-
ogy, are also ethical and project a vision of the future. However, no source materials indicating that
Meondrian was an admirer of Spinoza have been found. The only grounds Jaffé gives for linking the
two are the fact that there was a copy of Spinoza’s Ethica in the De Stiji group’s library.

Spinoza also appears in articles by Jaffé dealing with subjects other than De Stijl, such as
“Spinoza en het beeldend denken” (1965), “Beeldende Ethica” (1977), and “Runge und Spinoza”

(1979).[#50] In “Spinoza en het beeldend denken,” Jaffé discusses the course of art from Rembrandt

48 ibid. p.213
49 ibid. p.213. Written comments of a similar nature also appear in H.L.C. Jaffé, Mondrian, Bijutsu Shuppansha.
50 “Spinoza en het beeldend denken,” Mededelingen vanwege het Spinozahuis, 21, Leiden (Brill) 1965. Included in Over utopie

en werkelijkheid (Note 1), pp.91-107. “Beeldende Ethica,” in: God, goed en kwaad: Feestbundel ter ere van de vijfenzestigste
verjaardag van Prof.dr.H.J.Heering, H.]. Andriaanse (red.), Den Haag 1977, pp.305-14. “Runge und Spinoza,” in: Hanna
Hohl (Hrsg.), Runge, Fragen und Antworten, Munchen 1979, pp.256-74.
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to De Stijl, paying special attention to the painter Runge. The connection between Runge and
Spinoza can be traced to Hamburg’s intellectuals and poets, specifically Friedrich Heinrich Jacobi.
Inheriting the intellectual legacy of Lessing, Jacobi turned Goethé’s attention to Spinoza’s work,
and introduced Spinoza in Germany with the publication of On Spinoza’s Teachings — From a Let-
ter to Mendelsshon in 1785. Tt is certain that Hamburg’s Enlightenment intellectuals, Jacobi foremost
among them, had a great influence on Runge; but the question remains of why Jaffé, no scholar of
Romanticism, would have paid so much attention to Runge as a painter. It would seem that, by giv-
ing positive proof of the connection between Runge and Spinoza, Jaffé was attempting to link the
northern German tradition of Enlightenment philosophy, which produced the Jews of modern Eu-
rope, with the different tradition to which the Dutch philosophers belonged.

To Jaffé, then, Spinoza was the hub that held his split identity together. Spinoza, who came
from a Marrano (Spanish and Portuguese Jews who were forcibly converted to Roman Catholicism)
household, fled from Portugal to Amsterdam in search of religious freedom. The connection of
Spinoza to De Stijl and Runge served to link Judaism, Holland and Germany. The philosophy of En-
lightenment and the tradition of Bildung, which had once liberated the German Jews, were thus res-

urrected by the medium of Spinoza and De Stijl.

Conclusion —— The Unfinished Self-Portrait

Dutch university professors are obligated to produce two “self-portraits” and present them to
the general public. One of these is the inaugural lecture, while the other is the retirement lecture.
In a speech manuscript titled “The Unfinished Self-Portrait - Two Sketches of Hans Jaffés Retire-
ment Lecture;” Marc Adang uses notes left behind by Jaffé for his retirement lecture to venture some
guesses, albeit highly speculative ones, about its content.[*51] Jaffés notes are extremely fragmen-
tary. In addition to Goethe, he has written names such as Schiller, Baudelaire, Vico, Shakespeare,

Cézanne, van Gogh, Mondrian, Klee and Huxley, as well as Georg Schmidt, the Director of the Basel

51

1984 a typed lecture manuscript. A copy is housed in the RKD's Jaffé Archive.
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52—

Art Museum. In some places, quotation passages are indicated by page numbers.[*52] Two notes in
French, “penser avec les yeux” (think with the eyes) and “I'weil a ses raisons, que la raison ne connait
point” (the eye has its reasons, of which reason knows nothing), and a number of other quotations
relate to the importance of “viewing” Other parts refer to the role of art historians, the relation be-

tween works of art and language, and the connection between significance and form in works of art.

‘What should art historians deal with?

Not only high art. [this line is crossed out]

Quotation passages are listed below, in the form in which they appear in Jaffés notes.

penser avec les yeux {Cézanne?]

P'ceil a ses raisons, que la raison ne connait point (422-277,p.552) [from Pascal]

Goethe: Einleitung in die Propylaen
Um von Kunstwerken eigentlich und mit wahrem Nutzen fiir sich und andere zu sprechen, sollte es freilich nur in Gegen-
wart derselben geschehen. Alles komt auf’s Anschauen an; es kommt darauf an, dass bei dem Worte, wodurch man ein

Kunstwerk zu etlautern hofft, das Bestimmteste gedacht werde, weil sonst gar nichts gedacht wird.

Goethe: Zahme Xenien:

Dummes Zeug kann man viel reden,
kann er anch schreiben,

Wird weder Leib noch Seele todten,
Es wird alles beim Alten bleiben;
Dummes aber, vor’s auge gestellt,
hat eim [sic] magisches Recht:

Weil es die Sinne gesesselt halt,

Bleibt der Geist ein Knecht.

Vico: De nostri temporis studiorum ratione:
...dass durch die Sprachen die Geister, nicht die Sprachen

durch die Geister gebildet werden. ..

Husxley: tragedy and the whole truth:
Artists (...) receive from events much more than most men receive, and they can transmit what they have received with a

peculiar penetrative force, which drives their communication deep into the reader’s mind.




Must some distinction be made?

If so, where? Not in content.
[..]
What is important is form, but not conventional form

Form that makes an impression
Form and content - a vessel and liquid

(not that way)

What is it, then? [one word is illegible]
Grafting the wild rose and the domestic rose [wilde en edele roos], plus the olive and such
What do you graft them onto? Onto language (nature) (Vico 73)
What do you graft? A cultural product [¥53]

Why, though, did Jaffé remain so attached to “form” and “viewing” to the very end? Surely, few
people would disagree with the assertion that “when the act of viewing is neglected, art history loses
its significance” One could offer the interpretation that Jaffé did so out of educational considerations
for younger scholars veering toward ideological criticism, but there remains no satisfying explanation.

In his inaugural lecture as a professor, “Het beeld en het woord,” Jaffé states as follows: “At this
point, another aspect of formative language comes to the fore. That is to say, formative language can

be understood by almost all people, or at the very least almost all people can learn how to under-

53

waar moet de kunsthistoricus zich mee bezig houden?
niet alleen met de hoge kunst [crossed out]
moet er een verschil worden gemaakt?

waar ligt dat aan? niet aan de inhoud

het gaat om de vorm, niet om de routine-vorm
maar om de indruk makende
vorm en inhoud - vaatwerk en vloeistof
(zo is het niet)
hoe is het dan
wilde en edeleroos + olijf etc. - enten
waarop enten? op taal (natuur) (Vico 73)

wat enten? cultuur product
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55
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57

stand it.[*54]” Additionally, in an interview regarding the societal role of art history education, Jaffé
states that training a successor or working on specialized research papers are not of much impor-
tance to him. Instead, his mission is to teach students to read “the formative world of works of art,
the formative language of everyday life,” and enable students to create future surroundings and soci-
eties through the acquisition of this type of visual language. (551

Art attains universality not through content, but through form and style. The only way to in-
clude diverse works such as Catholic altar paintings, German Romanticist landscapes, abstract
paintings, Gothic stained glass and synagogue mural paintings within one story is through style,
not through content or function. When “reading” is given a higher priority than “viewing,” differ-
ences in race, nation, culture, language, religion and class are driven to the fore. Countless struggles
unfold, and the community of readers risks being split apart. When irrational, emotional, intuitive
and mythical “readings” run rampant, when human ties are severed and friction between the frac-
tious groups leads to fighting, it is none other than the Jews who may turn out to be the first victims.
While “viewing” is also an intuitive act, to Jaffé it is never an emotional one, as it involves an intu-
ition which invariably links itself to rational language. On the other hand, reading is not necessarily
an irrational act, nor in any way does ideological criticism advocate the likes of irrational ethnocen-
trism. Still, at the very least, Jaffé saw “style” as having the capacity to unite diverse elements, where-
as readings of “content” were bound to be differentiating and involved a greater risk of disunion. For
the sake of the universal language, then, it was necessary to affirm the act of “viewing” One could
call it Jaffé's adherence to what Sartre described in Refléxions sur la question juive as “the escape to
the universal” and “a passionate imperialism of rationality.[#56]”

In an interview for Folia, Jaffé described De Stijl’s type of social involvement as “not actual so-
cial involvement, but social involvement in the utopian sense.[*57]” One assumes that this was not
only De Stijl's stance, but Jaffés own stance as well. Could it be that the younger generation at the Art
History Institute saw through this ideal, perceiving it as overly optimistic and utopian? When the

Art History Institute became too cramped and moved from its longtime home on Johannes Vermeer

Over utopie en werkelijkheid (Note 1), p.48.
Met eigen ogen, (Note 1), p.18.

Sartre, op.cit. (Note 30), pp.140-141.
Interview, Folia (Note 10), p.8.
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Straat, a retrospective volume on the Institute was published.[*58] As the book’s title, “Escape from
Utopia 1962-1990. symbolically suggests, it proved infeasible for the younger generation, who were
educated after the war, to pursue ideals which were holdovers from the final days of the Weimar Re-
public. Rejecting “escape to the universal” and “passionate imperialism of rationality;” they chose in-
stead to confront a reality resulting from a multitude of differences, national, ethnic, religious, class
and otherwise. [#59]

For Jaffé's generation of Jews, and the generations that preceded and followed it, however, the
havoc this reality wreaked on self and loved ones must héve been too painful to recall, much less
confront. Jaffé watched the ideal of Bildung, on which the modern Jews had pledged their destiny,
be mercilessly destroyed. After witnessing this and surviving the war, Jaffé encountered De Stijl, and
proceeded to entrust this Dutch offshoot with the traditions of Bildung. To borrow the language of
Jaftés own notes for his retirement lecture, he “grafted” De Stijl, then Spinoza, onto the traditions of
Bildung in order to keep its roots alive.

Grafting the wild rose, the rose and the olive, Jaffé chose the “human” path in life.

2 THDPE - KERKFRER CFMA 8037
[Prof. Tsukasa Kodera, Osaka University, Graduate School of Letters]

58 H.Ezelman, B.Rebel, H.van Rheeden (red.), Weg uit de heilstaat...1962-1990: acht en twintig jaar Kunsthistorisch Instituut
Johannes Vermeersiraat, Amsterdam (Kunsthistorisch Instituut) 1991. Includes an article by Rob Lambers, “De kunstge-
schiedenis der moderne kunst: het tijdvak Hans Jaffé pp.95-103.

59 Sizoo, op.cit. (Note 20) was consulted in regard to Jaffés relation to utopia and the younger generation.
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fig. 15 Jaffé at the Documenta in Kassel, 1981.
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