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25) 7199 ‘A¥'S ‘cathexis’® Yn|E 43t dZ= Lisa Saltzman, Anselm Kiefer and Art after
Auschwitz, p.60 Z%.

26) Saltzman, Anselm Kiefer and Art after Auschwitz, p.7.
27) IRo|E A, whE o e 928 oAy (d-RFE, 1997), p.16 o3 =,
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(Munich, 1990) &z, o] #3jr+= Eckhart Gillen, ed., Deutschlandbilder, p.50 Z.
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60) Julia Kristeva, Black Sun: Depression and Melancholia (New York, 1989), pp.6-10; Max Pensky,
Melancholy Dialectics: Walter Benjamin and the Play of Mourning (Amherst 1993).

61) Huyssen, “Anselm Kiefer. The Terror of History, the Temptation of Myth,” pp.224-227.

62) Lisa Saltzman, Anselm Kiefer und Art after Auschwitz (Cambridge, 1999), p.35; a4, TeHAZE 7]
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Kiefer, pp.97-115.
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From Melancholy to Mourning: Historical trauma in the artworks of Anselm Kiefer

Jin-Sung Chun (Busan National University of Education)

Anselm Kiefer is acknowledged as one of the most distinguished and polemical
German artist since the Second World War. Huge catalogues of his artworks place
themselves in the context of the peculiar memory culture of Germany which was
primarily shaped by traumatic war experiences and political catastrophe. Originating
from the psychoanalytical theories, this paper argues that Kiefer's artworks both
functioned as a symptom and a remedy of the historical trauma.

Kiefer, as a postwar artist, explored the German image-reservoir and attempted to

monumentalize it in his own fashion. Such provocation resulted in opening the
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Pandora’s box of postwar German psyche, which was familiar with repressing its
traumatic past and also impregnated with the process of self-dissociation, such as
melancholy. Kiefer's dealing of fascist icons is not necessarily linked to his
preoccupation with fascism but should be interpreted as a compulsion to repeat the
trauma. His art—-world specifically represents an artist's pendulum that swings
between “acting-out” and self-reflection, where the term “aesthetics of the
sublime” symbolizes the swing.

The absolute negativity in Kiefer's works was intended to represent the
unpresentable trauma, since the aesthetics of the sublime refuses any “sublimation”
of irredeemable loss and any facile replacement of “melancholy” by the “mourning.”
A true mourning, in the eyes of Kiefer, never precludes an earnest confrontation
with the melancholy, but rather presupposes it. This paper contrived to follow his
artistic trajectory, which circulates from melancholy to mourning.

From the rude performances over the monumental melancholy to the self-distancing
mourning works, Kiefer's art-world figured out a way to represent and forget the
intractable trauma. Through the multi-medial uses and misuses of the hybrid
historical images, Kiefer finally reaches the “sublime objects” in the sense of Lacan
and Zizek which tends to represent the trauma in the form of a “thing(das Ding),”
whose “gaze” plays a role in awakening spectator’'s self and his/her traumatic past.

In Kiefer's work it appears in the motif of artist’s palette.

A1FH 22
Ass, ‘A9 a9 - HE 7|99 AT Ig AT (FF T ) MHEAERE, , A223(2004),
pp.63-103

N
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Adorno, Theodor, “Was bedeutet Aufarbeitung der Vergangenheit?” Adorno, Kulturkritik und Gesellschaft
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Assmann, Aleida, “Stabilisatoren der Erinnerung — Affekt, Symbol, Trauma,” eds. by Jorn Riisen, Jiirgen
Straub, Die Dunkle Spur der Vergangenheit. Psychoanalytische Zuginge zum GeschichtsbewuBtsein
(Frankfurt a. M., 1998), pp.135-136
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Biro, Matthew, Anselm Kiefer and the Philosophy of Martin Heidegger (New York, Cambridge Uni.
Press, 1998)

Bohleber, Werner, “Trauma, Trauer und Geschichte,” eds. by Burkhard Liebsch, Jorn Riisen, Trauer und
Geschichte (Koln, et al., 2001), pp.131-145

Bois, Yve-Alain, Painting as Model (Cambridge, Mass., 1992)

Brailovsky, Anna, “The Epic Tableau: Verfremdungseffekte in Anselm Kiefer's Varus,” New German
Critique, no.71(1997), pp.115-138

Briiderlin, Markus, Anselm Kiefer: the Seven Heavenly Places 1973-2001 (Hatje Cantz, 2002)

Danto, Arthur C., The Transfiguration of the Commonplace (Cambridge, 1981)

Danto, Arthur C., After the End of Art. Contemporary Art and the Pale of History (Princeton, 1997)

Doering-Manteuffel, Anselm, Die Bundesrepublik Deutschland in der Ara Adenauer (Darmstadt, 1983)

Gilmour, John C., Fire on the Earth. Anselm Kiefer and the Postmodern World (Philadelphia, 1990)

Felix, Zdenek, “Palette mit Fliigeln,” Anselm Kiefer (Museum Folkwang Essen, Whitechapel Art Gallery
London, 1981/82), pp.11-13

Freud, Sigmund, “Trauer und Melancholie,” (1917) Gesammelte Werke: Werke aus den Jahren
1913-1917, vol.10, pp.427-446

Freud, Sigmund, Das Unbehagen in der Kultur (Frankfurt a. M., 2001)

Fugmann, Nicole, “The Gestalt Change of Postmodern Critique: Anselm Kiefer’s Spatial Historiography,”
New German Critique, no.75(1998), pp.90-108

Giordano, Ralph, Der zweite Schuld oder von der Last ein deutscher zu sein (Miinchen, 1987)

Haskel, Francis, History and Its Images. Art and the Interpretation of the Past (New Haven, 1993)

Hecht, Axel and Nemeczek, Alfred, “Bei Anselm Kiefer im Atelier,” Art. Das Kunstmagazin,
n0.1(Jan.1990, Hamburg), pp.30-48

Hewison, Robert, The Heritage Industry (London, 1987)

Huyssen, Andreas, “The Cultural Politics of Pop: Reception and Critique of US Pop Art in the Federal
Republic of Germany,” New German Critique, no.4.(Winter, 1975), pp.77-97.

Huyssen, Andreas, “Anselm Kiefer. The Terror of History, the Temptation of Myth,” Huyssen, Twilight
Memories. Marking Time in a Culture of Amnesia (New York and London 1995), pp.209-247

KleBmann, Christoph, Die doppelte Staatsgriindung. Deutsche Geschichte 1945-1955 (Bonn, 1982)

Kristeva, Julia, Black Sun: Depression and Melancholia (New York, 1989)

Kuspit, Donald, “Interview with Anselm Kiefer,” Jeanne Siegel, Art Talk (New York, 1988)

Kuspit, Donald, “Anselm Kiefer's Will to Power,” Donald Kuspit, Signs of Psyche in Modern and
Postmodern Art (Cambridge and New York, 1993), pp.228-236

Kuspit, Donald, “Mourning and Melancholia in German Neo-Expressionism: The Representation of
German Subjectivity,” Kuspit, Signs of Psyche in Modern and Postmodern Art, pp.222-227

Lacan, Jacques, The Four Fundamental Concepts of Psycho-analysis New York, 1981)

Lacan, Jacques, The Ethics of Psychoanalysis 1959-1960. The Seminar of Jacques Lacan, Book VII
(London, 1992)

Laub, Dori and Felman, Shoshana, Testimony. Crisis of Witnessing in Literature, Psychoanalysis and
History (New York, 1992)

Lyotard, Jean-Francois, “Presenting the Unpresentable: The Sublime,” Artforum, no.20(April.1982),
pp.64-49

Lyotard, Jean—Francois, “The Sign of History,” ed. by Andrew Benjamin, The Lyotard Reader (Oxford,
1989), pp.293-411

Mitscherlich, Alexander and Margarete, Die Unfihigkeit zu trauern. Grundlagen kollektiven Verhaltens
(Miinchen, 1967)

Margarete Mitscherlich, Erinnerungsarbeit. Zur Psychoanalyse der Unfihigkeit zu trauern (Frankfurt a.

_22_



M., 1987)

Meier, Cordula, Anselm Kiefer. Die Riickkehr des Mythos in der Kunst (Essen, 1992)

Nora, Pierre, ed., Les lieux de mémoire, 7 vols. (Paris, 1984-1992)

Nora, Pierre, Zwischen Geschichte und Gedichtnis (Berlin, 1990)

Panofsky, Erwin, Studies in Iconology. Humanistic Themes in the Art of the Renaissance (Colorado,
1972)

Paret, Peter, German Encounters with Modernism 1840-1945 (Cambridge, 2001)

Pensky, Max, Melancholy Dialectics: Walter Benjamin and the Play of Mourning (Amherst 1993)

Rein, Ingrid, “Venedig,” Pantheon, vol.IV(1980)

Reuter, Hanno, “Fresken fiirs kiinftige Reich? Werkschau Anselm Kiefer in Disseldorf,” Frankfurter
Rundschau, no.104(May 4.1984)

Roellecke, Gerd, “Der Nationalsozialismus als politisches Layout der Bundesrepublik Deutschland,” Der
Staat 28(1989)

Rosenthal, Mark, Anselm Kiefer (Chicago and Philadelphia, 1987)

Rosenthal, Norman, German Art in the 20th Century (London, 1985)

Saltzman, Lisa, Anselm Kiefer and Art after Auschwitz (Cambridge Univ. Press, 1999)

Samuel, Raphael, Theatres of Memory, vol.1: Past and Present in Contemporary Culture (London, 1994)

Sauer, Martina, “Faszination und Schrecken. Wahrnehmungsvorgang und Entscheidungsproze3 im Werk
Anselm Kiefers,” Zeitschrift fir Asthetik und Allgemeine Kunstwissenschaft, vol.51, no.2(2006),
pp.183-210

Schjeldahl, Peter, “Our Kiefer,” Art in America, vol.76, no.3(March.1988), pp.116-126

Schiitz, Sabine, “Das ‘Kiefer-Phinomen’ Zu Werk und Wirkung Anselm Kiefer,” ed. by Eckhart Gillen,
Deutschlandbilder. Kunst aus einem geteilten Land (Katalog zur zentralen Ausstellung der 47.
Berliner Festwoche im Martin—Gropius—Bau, 1997), pp.584-591

Silverman, Kaja, World Spectators (Stanford Uni. Press, 2000)

Spies, Werner, Uberdosis an Teutschem: Die Kunstbiennale von Venedig eroffnet, Frankfurter
Allgemeine Zeitung Nr.126 (June 2, 1980)

Spies, Werner, “Gebrochener Zauber: Der Fall Kiefer, ein Maler-Problem und seine zwiespiltige
Wirkung,” Frankfurter Allgemeine Zeitung, Nr.24 (Jan.28, 1989)

Spies, Werner, “Erinnerungsorte,” Anselm Kiefer — Lal3 tausend Blumen blithen, Katalog zur Ausstellung
(Kunsthalle Wiirth, Schwibisch Hall, 2004-2005), pp.11-25

Syberberg, Hans-Jirgen, Vom Ungliick und Gliick in der Kunst in Deutschland nach dem letzten Krieg
(Munich, 1990)

Trommler, Frank, “Germany’s Past as an Artifact,” The Journal of Modern History, vol.61, no.4(Dec.
1989), pp.724-735

van der Kolk, Bessel A. and van der Hart, Onno, “The Intrusive Past: The Flexibility of Memory and
the Engraving of Trauma,” ed. by Cathy Caruth, Trauma: Explorations in Memory (Baltimore, 1995),
pp.158-182

von Berg, Peter, “Engel der Nazistischen Apoklaypse. Zur Anselm-Kiefer-Rezeption in den USA,”
Siiddeutsche Zeitung, no.282(Dec.7.1988)

Wagner, Monika, Allegorie und Geschichte (Tiibingen, 1989)

Wagner, Monika, Das Material der Kunst. Eine andere Geschichte der Moderne (Miinchen, 2001),
pp.118-130

Wallis, Brian, ed., Art after Modernism: Rethinking Representation (Boston, Godline, 1984)

Wolfflin, Heinrich, Die Kunst Albrecht Diirers (Miinchen, 2000)

Zizek, Slavoj, Did Somebody say Totalitarianism (Verso, 2002)

SHES

1. T"H%E Besetzungen, , 1975, published in Interfunktionen, Koln, photo 9,
Courtesy of Marian Goodman Gallery, New York

_23_



2. =% Nothung, , 1973, Oil and charcoal on burlap, with oil and charcoal on
cardboard, 300X432cm, Museum Boymans—van Beuningen, Rotterdam

3. TAAEy] =4 Bilderstreit; , 1980, Oil, emulsion, shellac, and sand on
photograph, mounted on canvas, with woodcut 290X400cm, Museum Boymans-van
Beuningen, Rotterdam

4. ™FF2 Varusy , 1976, Oil and acrylic on burlap, 200%<270cm, Van Abbemuseum,
Eindhoven

5. "AY Innenraum, , 1981, Oil, acrylic, emulsion, straw, and shellac on canvas,
with woodcut 287X311cm, Stedelijk Museum, Amsterdam

6. "YW= Niarnberg, , 1982, Acrylic, emulsion, and straw on canvas,
280%380cm, Collection of Eli and Edythe L. Broad, Los Angeles

7. AEEEo}l Melancholiay 1991, lead airplane, 320%<442%167cm, Lia Rumma
Collection, Napoli

8. &4BY3E FH#(Albrecht Diirer), "d&Z2]o} 1 Melencolia 1, , 1514, engraving,
24x18.6cm, B.74(181), Courtesy of the Philadelphia Museum of Art

9, Mgt e]o} Melancholia , 2004, Oil, acrylic, and emulsion on canvas with glass
polyhedron, 281X382cm, Private collection

10. %29 E Sulamith, , 1983, Oil, acrylic, emulsion, straw, and shellac on canvas,
with woodcut, 290X370cm, Saatchi Collection, London

11. ™27} 28]ty Nero malty , 1974, Oil on canvas, 220x300cm, Staatsgalerie
Moderner Kunst, Miinchen

12. Tol7}#~ - Bgdiarg xwe] vl lkarus - markischer Sand, , 1981, Oil,
emulsion, shellac, and sand on photograph, mounted on canvas, 290X360cm,
Saatchi Collection, London

13. "o} 37l Al dem unbekannten Malery , 1983, Oil and acrylic, emulsion,
shellac and straw on woodcut and canvas, 280X280cm, The Carnegie Museum of
Art, Pittsburgh

14. TZHYEZ}F 2o+ W Baum mit Palettey , 1977, Oil on canvas, with lead,
275%191.5cm, Private Collection (courtesy Sonnabend Gallery), New York

15, "d7idd Y E  Palette mit Fligeln, , 1985, Lead, steel, and tin,
280x350%X100cm, Private collection

_24_



