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ACKNOWLEDGMENTS 

In 1954, a young and obscure artist produced one 

of his first and most radical works. Yves Peintures was 

a portfolio that included ten tipped-in color plates 
and a preface by Yves Klein’s good friend Claude 
Pascal. The plates, each captioned with “Yves” and 

a city such as London or Tokyo, suggest that these 
are reproductions of paintings done by Klein during 
his travels in the early 1950s. In truth, the plates are 
commercially colored papers, not reproductions 

at all, and the works never existed. The paintings 

only exist as concepts in the mind of the viewer of 

the portfolio. Likewise, the preface, conceived by 

Klein rather than Pascal, is merely a series of lines 
with no actual text. This simulation of sentences and 

paragraphs was an early comment by this innovative 
artist on the impossibility of explaining his work, 

something he would struggle with throughout his 

career as he continued to question and expand the 
definition of art. 

Klein’s goal was no less than radically to reinvent 

what art could be in the postwar world. Through 
a diverse practice, which included painting, sculpture, 

performance, photography, music, architecture, and 
writing as well as plans for works in theater, dance, 

and cinema, the artist shifted the focus of art from 

the material object to the “immaterial sensibility”; 

he levitated art above the weariness induced by the 
Second World War, resurrecting its avant-garde 

tendencies, injecting a new sense of spirituality, and 

opening doors for much to follow in the 1960s and 

beyond, including Pop, conceptual art, Minimalism, 

monochromatic painting, perceptual experimentation, 

and performance. Thus, Klein is important to consider 

not only for his own art and times, but also as a cru- 
cial figure in the evolution of contemporary art in 
general. The self-proclaimed “painter of space,” 

Klein artistically and literally leapt into the void and 
there discovered the full potential of his vision. As 

Albert Camus so memorably wrote in the visitor book 

to Klein’s 1958 “Void” exhibition at Iris Clert’s gallery, 
“Avec le vide, les pleins pouvoir" [With the void, 

full powers], encapsulating succinctly both the artist's 

agenda and his legacy. 

It is this re-examination of Klein’s career and 

legacy that is at the core of this retrospective. The 

exhibition is the result of a shared interest in Klein’s 

work between us and our respective museums as 

well as a mutual desire to approach Klein in a new 

way. Both institutions, the Hirshhorn Museum and 
Sculpture Garden and the Walker Art Center, have a 

commitment to Klein and have a major work by him 
in their collections. We discovered that each of us 

wanted to do a retrospective that not only attempted 
to investigate Klein as the maker of beautiful objects, 

but also as a thinker, a philosopher of contemporary 
life whose work paved the way for future generations. 

Therefore, it is necessary not only to create an 

exhibition of his physical works, but to resurrect 

the artist himself. Mere words, and even to a degree 

the art objects themselves, cannot fully reveal the 

essence of Klein’s aspirations. Rather, it has been 

our desire in this, the first American overview of his 

career since 1982, to revive Klein as a living entity 

in many ways, not merely through his paintings and 

sculptures, but through his studies, drawings, films, 

and translations of texts. In so doing, we hope to 

have the artist communicate directly with the viewer 
and reader. 

Such an exhibition then, which leaps beyond 
conventional expectations, requires a great deal of 
passion and dedication from all those involved. We 

are grateful to the staff and Board of Trustees at both 

the Hirshhorn and Walker for their generous support 

as well as to the many individuals worldwide involved. 
Very special thanks are due to Richard Koshalek and 

Olga Viso, directors of the Hirshhorn and Walker, 

respectively, who have ardently believed in the impor- 

tance of Klein’s work, steadfastly stood behind this 

exhibition throughout its development, and willingly 

challenged the boundaries of what museums can do. 

This exhibition in many ways is also a partnership 

with the Yves Klein Estate and Archives. We are very 
grateful for the generosity, humor, grace, and collabo- 

rative spirit that Rotraut Klein-Moquay and Daniel 

Moquay brought to this project, along with the know- 
ledge and expertise of Philippe Siauve, Constance 

Perrot, and Anne Anthony at the Yves Klein Archive 

in Paris. Without these individuals’ dedication and 

zeal, this ambitious undertaking could never have 

been realized. 

This exhibition would not have been possible 

without the support of numerous individuals and 
institutions who loaned the many important objects, 
among them Neal Benezra, Director, and Gary 

Garrels, Senior Curator of Painting and Sculpture, 

San Francisco Museum of Modern Art; Alfred 

Pacquement, Director, Musée national d’art moderne, 

Centre Pompidou; Glenstone; Josef Helfenstein, 

Director, and Franklin Sirmans, former Chief Curator, 

The Menil Collection; Gilbert Perlein, Conservateur 

en chef, Musée d'Art Moderne et d'Art Contemporain, 

Nice; Yuko Hasegawa, Chief Curator, Museum of 

Contemporary Art, Tokyo; Dr. Magdalena Broska, 

Director, Adolf-Luther-Stiftung, Krefeld; Corice 

Arman, The Armand P. Arman Revocable Trust; HAP 

Collection; Robert Mnuchin and Dominique Lévy of 

L&M Arts, LLC; and Krystyna Gmurzynska, Director, 

Galerie Gmurzynska; Dr. Martin Hentschel, Director, 

Kunstmuseen Krefeld; and Sr. M. Natalina Todeschini, 

Monastery of Saint Rita, Cascia, Italy; and numerous 

private collections. Our thanks also to others who 
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played a key role in facilitating specific loans, 

including Ted Bonin of Alexander and Bonin Gallery; 

Rita Venturelli and Michele Giacalone of the Italian 

Cultural Institute in Washington, DC; and Tommaso 

Astarita, Professor, Georgetown University. 
To our catalogue contributors we express sincere 

gratitude. Noted Klein scholar Klaus Ottmann not 

only explores Klein’s writings and conceptual project 
with astute clarity in his essay, but also obligingly 
allowed us to reprint numerous translations of Klein’s 

writings and graciously translated additional texts for 
this catalogue as well as exhibition materials. Kaira 

Cabanas, Director of MA in Modern Art/Critical and 

Curatorial Studies, Department of Art History and 
Archaeology, Columbia University, offers an incisive 

investigation of Klein’s film works that significantly 
expands our understanding. 

Like the exhibition itself, this catalogue has been 

a unique partnership bringing together the talents of 
staff at both institutions. The Hirshhorn’s Director of 

Curatorial Administration and Publications, Deborah 

Horowitz, painstakingly and insightfully shaped 
this volume, not only playing a pivotal role in the 

development of the catalogue but in every facet of 
this exhibition. The Walker’s Design Department, 

including Director Andrew Blauvelt and Senior 

Designers Dante Carlos and Emmet Byrne, employed 

their extraordinary design abilities to create a truly 

distinctive publication that captures the spirit of 
both the exhibition and the artist. The Walker's 

Publications Director, Lisa Middag, ably guided the 

production process from its inception to publication 
and ensured the excellence and timeliness of the final 

product. The Hirshhorn’s Art Publications Assistant, 

Caitlin Woolsey, exercised her keen attention to detail 
and editorial skill throughout in invaluable ways. 

We are also particularly grateful to the Hirshhorn’s 
Exhibition Coordinator Lawrence Hyman for going 
beyond his usual deft perseverance managing 
exhibition planning and logistics to offer essential 

assistance with finalizing checklist details. 

It would be impossible to recognize by name 

every member of the truly exceptional staffs at both 
museums who have made essential contributions 

to this project, but we would like to recognize the 
ingenuity and dedication of all. In particular, at the 

Hirshhorn, we want to acknowledge the extraordinary 

efforts of Al Masino, John Klink, Scott Larson, and 

the entire exhibits staff for their inventiveness and 

problem-solving abilities in installing this varied and 
nuanced exhibition; Melissa Front and Barbara Freund 

for their skillful handling of registrarial issues; Bob 

Allen, Beth Skirkanich, and Emily Sloat-Shaw for 

their creative designs for exhibition materials; Milena 

Kalinovska, Ryan Hill, Kevin Hull, and Kristy Maruca 
for their innovative approach to the associated events, 
lectures, and talks that offer the public a range of 

ways to explore the exhibitions; Susan Lake, Gwynne 

Ryan, and the entire conservation staff for ensuring 

the condition of these works; Gabriel Riera, Erin 

Baysden, Jennifer Rossi, and Jenny Leehey for their 

public relations efforts; Jennifer Barrett, Charlotte 

Mikk, Julie Briggs, and Julia Mullenger for their 

ingenuity in fundraising; Rich Reichley and April 

Martin for overseeing all administrative, budget, 

and contract details; Jessica Beck, Karen Perry, 

Dawn Uscher, and Midori Yamamura for assistance 

with research, administrative details, and travel 

arrangements. We are also grateful to Associate 

Curator Kelly Gordon and New Media Specialist Jeff 
Martin for their skill with integrating archival films into 

the exhibition. We would also like to acknowledge 

Alyssa Reiner, Smithsonian Office of Contracting, 
and Katherine Tkac, Smithsonian Office of Risk 

Management, for the many hours they devoted to 

making this exhibition come to pass. And special 

thanks to trustee Dan Sallick for his special efforts 

on behalf of the exhibition. 

At the Walker, special thanks go to Chief 

Curator Darsie Alexander, who offered critical insight; 

Registrar Gwen Bitz, who expertly orchestrated an 

extremely complicated insurance, shipping, and 

installation process; Visual Arts Administrator Lynn 

Dierks, who adroitly handled the myriad details. We 

are very grateful to former Curatorial Fellow Andria 
Hickey, who shepherded the project with effectual 

dedication through numerous transitions and made 

a valuable contribution to the catalogue. We would 

also like to express our thanks to Curatorial Assistant 
Eric Crosby for his diligence and extraordinary 

attentiveness, which were of great assistance for both 

the catalogue and exhibition. 

Additionally, Curators Peter Eleey, Betsy 
Carpenter, and Siri Engberg provided essential 

feedback and enthusiasm, and Performing Arts 

Senior Curator Philip Bither and Film/Video Curator 

Sheryl Mousley and their staffs offered unwavering 
assistance. Our deep appreciation goes out to the 
Walker's Program Services staff, including Director 

Cameron Zebrun and Exhibition Technicians Kirk 

McCall, Doc Czypinski, Peter Murphy, Phil Docken, 
Bob Brown, and David Dick, who channeled their 

expertise to deal with swathes of pigment, forests 

of sponges, and intangible voids. Sarah Schultz, 
Director of Education and Community Programs, as 

well as Sarah Peters, Associate Director of Public 

and Interpretive Programs, and their colleagues 

provided perceptive counsel as we discussed the 

most effective ways to share Yves Klein’s voice 
with visitors. Additionally, we would like to express 
our appreciation to Robin Dowden, Director of 
New Media Initiatives, and her talented staff, who 

ensured that Klein’s work will be accessible beyond 

the physical space of the museums galleries; Ryan 
French, Director of Marketing and Public Relations, 

and the other members of his department for 

enthusiastically striving to expand the visibility of 

the exhibition and related programs in the Twin 

Cities; Christopher Stevens, Chief of Finance and 

Development, and Marla Stack, Director of Special 

Projects Fundraising, and their colleagues for their 

endeavors to ensure the financial viability of this 
exhibition in the midst of economic uncertainty; Mary 

Polta, Chief Financial Officer, for her backing on 

fiscal issues; Phillip Bahar, Chief of Operations and 

Administration for his unflagging strategic efforts; 



and Photographers Cameron Wittig and Gene 

Pittman; Archivist Jill Vuchetich, former Assistant 

Archivist Daniel Smith, and Librarian Rosemary 

Furtak for their unswerving assistance with research. 

We'd also like to express our sincerest 

appreciation to those who have lent their support 
in less direct but equally essential ways, including 
Nora Halpern and Sylvia Chivaratanond, for their 

unwavering support and patience during the 

development and realization of this exhibition. 

Finally, we join Richard Koshalek and Olga Viso 
in recognizing the generosity of our sponsors, without 

whom this exhibition would not have been possible. 

For providing critical early support for research 

travel, advice, and help in building relationships we 

are thankful to Ambassador Pierre Vimont and the 

Cultural Services of the French Embassy in the United 

States/FACE, especially Roland Celette, Armelle 

Pradalier, and Blanche Tannery. We are incredibly 

grateful to honorary Walker trustee Bruce Atwater 

and his wife Martha and honorary Walker trustee 
Judy Dayton for their early and enthusiastic support 
for this project. To Joel Wachs, Pamela Clapp, and 

the entire Board of Trustees at the Andy Warhol 
Foundation for the Visual Arts, we give our heartfelt 

thanks for their generous underwriting of our efforts 

to share Yves Klein’s inventive work with audiences 

in the United States. We are also deeply grateful to 
Hirshhorn trustee Constance R. Caplan and Lewis 

and Barbara Shrensky for generously supporting the 

exhibition and tour. Crucial funding for the production 
of this catalogue was provided by Sotheby's, and we 

want to especially thank Lisa Dennison and Nina Del 
Rio for their understanding of the importance of this 

publication. Additional support for the catalogue was 

provided by L&M Arts in New York, representing the 

Estate of Yves Klein, and we are grateful to Dominique 
Lévy and Robert Mnuchin for their key assistance. 

We also want to thank Heather James Fine Art and 

James Carona for kindly supporting the catalogue. 

For underwriting the exhibition travel needs, we 

want to acknowledge Delta Air Lines as the official 

airline partner and thank Walker trustee Ben Hirst for 

providing this significant sponsorship. For their major 
support of the Hirshhorn Museum’s presentation 

of the exhibition, we are extremely grateful to 

Glenstone and Steven and Lisa Tananbaum. For 

their generosity in making the Walker's presentation 

possible, we are truly thankful to Walker trustee Pat 
Denzer and his wife Lisa, Walker trustee Nadine 

McGuire and her husband Bill, and Walker trustee 

Donna Pohlad and her husband Jim. We also want to 
gratefully acknowledge Walker trustee John Taft and 

Martha Baumbach of RBC Wealth Management for 

sponsoring the Walker's presentation of the exhibition 

and special programming at the Hirshhorn. 

Kerry Brougher 

Deputy Director and Chief Curator 

Hirshhorn Museum and Sculpture Garden 

Philippe Vergne 

Director 

Dia Art Foundation 

ART IS MEANT TO DISTURB, 

SCIENCE REASSURES. —GEORGES BRAQUE 

Yves Klein’s oeuvre, even though very simple and 
straightforward, remains subject to various interpret- 

ations. It is a work founded on the nature of 

sensibility; it is direct, spontaneous, based on the 
notions of truth and vision, a mission of placing art 

at the center of life—a domain which artists, creators, 

poets access easily. 
To try to understand this, or try to have the proof 

of it...is the enemy of art itself. Yves Klein always 
received recognition from his peers, “his brotherhood 

of sensibility.” | wish for the visitors of this exhibition 

to take a moment to abandon themselves in the 

spirit of the work, to listen to that interior song which 

derives from it, to let it go, immersing themselves in 

the free flowing blue pigment. 

Picasso used to say: “It is not because | do not 
speak English, that English does not exist.” The 

language of sensibility exists; it is here in front of you. 
Let it submerge you. It is a message of peace, of joy, 

of liberty; it is a song of glory. 
| am filled with great joy to be able to return to 

Washington nearly fifty years after our first visit. 
| wish to thank Richard Koshalek, Olga Viso, Kerry 
Brougher, Philippe Vergne, and the entire staff at 

both the Hirshhorn and the Walker who worked so 

hard and were so dedicated to bringing this project 

to a happy ending. 

Rotraut Klein-Moquay 

THE IMAGINATION IS THE VEHICLE 

OF SENSIBILITY. TRANSPORTED 

BY THE IMAGINATION, WE ATTAIN LIFE, 

LIFE ITSELF, WHICH IS ABSOLUTE ART. 

—YVES KLEIN 









1 AM NOT AN ABSTRACT PAINTER. —YVES KLEIN! Pages 16-18 
Yves Klein making Fire Paintings AM | A PAINTER? ALL RIGHT THEN, I’M A PAINTER. —YVES KLEIN? aU a come yen 

MY FUNDAMENTAL SELF IS AT WAR WITH MY MULTIPLE PSYCHOLOGICAL du Gaz de France testing center 
in Saint-Denis, February 1961 

PERSONALITIES. —YVES KLEIN’ 
Figure 1 

Yves Klein 

Le ciel au-dessus de Nice 

[The Sky Above Nice], 
published in ZERO, 1961 

THE MAN WHO FELL TO EARTH 

The quest for a new kind of painting began, inconspicuously enough, on a rocky 
beach in Nice in the summer of 1947. The first step on this new journey, which 
would ultimately involve travels through space and time, leaps into the void, 

and the illumination of matter, involved no brushes, pigment, or support—only 

the imagination. 

Three bold young men lounging on the beach, two of whom would become 

major artists and two of whom would die long before their time, like mythic con- 

querors or Allied generals, playfully divided up the world. Armand Pierre Fernandez 
(known as Arman) claimed the animal realm; their friend, Claude Pascal, all plant 

life; and the third man, the one who would become a leader for the others and a 

scout in the territory of the immaterial, took the mineral terrain, the kingdom where 

alchemy was possible. This third young man, Yves Klein, when he stared up into 

the azure haze above Nice, imagined levitating upward like a balloon, carried so 
high that he was able to sign his name on the opposite side of the sky before falling 
back to earth. According to Arman, Klein then proclaimed “the blue sky is my first 
artwork” (figure 1).4 

Later that same year, Klein, who had been studying the mystical society of 
Rosicrucianism, pasted onto the cover of one of the workbooks that he regularly 

received from a fellowship in Oceanside, California, a simple blue disk. “This,” 

he declared to Arman, “is what the paintings of the future will look like.”” At the 

tender age of twenty, Klein had embarked on his great “Monochrome Adventure,” 

which would ultimately lead to his signature blue monochromes, optical works 

that, perhaps more than any painting before, rejected any kind of representational 
reading or material sensibility and pointed the direction toward an immense 
“Blue Revolution.”” ; 

As his quest was bound up in the difficulties and complexities of art’s emer- 
gence from the postwar quagmire, it took Klein seven years more to understand 

and embrace fully the role he seemed to have been born for, that of artist as 
magician and explorer. Being a mere painter was never going to be enough for 
Klein; his desire was to fly above what had gone before, to leap over the ruins of 
war, to reinvent art as a positive activity with a renewed social and spiritual 
underpinning, and to create an expanded and expansive form of art-making. From 
the start, he was in a tug of war between art’s past and future, between being a 
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producer of objects in order to establish that he was indeed an artist and being 
a kind of artist-sorcerer with an act requiring no props. To be considered an artist, 

one had to paint; but to dematerialize art, to make it part of a grand adventure 

that redefined the very reason for art’s existence, one had not to paint.’ Ina 

sense, Klein was forever levitating in the bright hazy blue air, caught between the 

material world below and the immaterial above, forever signing paintings that 

would remain invisible to the rest of us. 

Both the act of painting and the physical object were problems for Klein. He 

felt early in his career that “paintings, of whatever kind, abstract or representa- 
tional, have...the effect of the bars on a prison window.”” Throughout his career, 

he was constantly having to explain that despite the material existence of the 

pigment on the canvas, his creations were not paintings in the traditional sense, 

but were rather “beyond what is visible,” that they were not a continuation of the 

dialogue of abstract painting at all but were attempts to see into the “absolute.”'° 

As Pierre Restany, critic and champion of the Nouveaux Réalistes [New Realists], 
with whom Klein would become associated, stated, the artist “didn’t paint to paint, 
but to reveal his truth.”"' Klein’s paintings were not static physical objects, but 

vehicles to move the viewer to another state, a place “where color becomes full 

and pure sensibility.”'? And painting was a means for transporting Klein himself 

into the air and beyond the problems of the medium in a destroyed and devastated 

landscape. The many flights he made convinced him that art could change the 
world; upon his occasional returns to earth, he brought with him new concepts for 

nothing less than the “the total freedom of mind and body.””’ 

PAINTING AFTER THE RAIN 

Klein’s early investigations into the monochrome come at a critical moment in 

European art history. Artists in the immediate postwar period were in a rather 
schizophrenic state. Many were still in exile, and the edgy avant-garde tradition 
formally spearheaded by Marcel Duchamp and the Dadaists as well as the 

early Surrealists was depleted and impotent. How could avant-garde audacious- 
ness succeed when the destructive forces of the Holocaust and the atom bomb 

overwhelmed any attempts at shocking the viewer or undercutting expectations? 

Dissipated and divided, the avant-garde returned to the underground. Duchamp 

began work privately in 1946 on Etant Donnés [Given], a piece that would not 

be fully shown until 1969,'* while Max Ernst labored on his summation of the 

state of Western humanity, Europe After the Rain Il (figure 2), in 1942, finishing 
his last major work only after arriving in America. Following Sartre’s 1946 text 

“Existentialism and Humanism,” many artists returned to the human figure, their 

anxious, impudent early work giving way to a dark psychological angst that needed 
a more representational approach. Giacometti, for example, whose works of the 

1920s and 1930s had, as Rosalind Krauss observed, a “violent and indefinable 

emotion doubtless having some relation with unconscious sexual desires,”"’ shifted 

to the body and went vertical with his emaciated, corpse-like figures. These forms 

appear, like European art itself, to be fading in the wake of the war, and, as artistic 

gestures, appear to shrink from the overwhelming memory of loss and the hope- 

lessness of survival in the atomic age. European abstraction, which had been borne 

out of blazing mystical concepts of spirituality, synaesthesia, and a desire for utopi- 

anism, transitioned from such metaphysical concerns to a more inward, psycholog- 

ical region. Wassily Kandinsky’s and FrantiSek Kupka’s colorful, overt compositions 
created at the inception of a modern abstract art that unashamedly investigated 

transcendence through visual music gave way to the darker concerns of such art 

informel artists as Wols (Wolfgang Schiiz), with his compact psychodramas, and 
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Jean Fautrier (figure 3) and Jean Dubuffet, whose chalky, encrusted bodies appear 

as if painted from charred flesh itself. Unlike the Americans, who were not living 

directly in the war's wake and who would soon be experimenting with horizontality, 
flatness, gesture, and base materialism,'® the Europeans were in desperate need 

of a fearless swashbuckler, an audacious provocateur who could lead art out of the 
all-too tangible devastation and overtly earthbound condition and back into the 

metaphysical realm, one beyond even Kandinsky’s dreams. 

, 

Klein grew up experiencing the effects of the war (he was sent by his parents 
to the village of Milhars during the liberation of Paris)'’ and came of age in the 
immediate postwar era. His parents, Fred Klein and Marie Raymond, were both 
painters, and despite being shuffled back and forth between them in Paris and 
his Aunt Rose Raymond in Nice, he clearly experienced the art community first- 

hand. Robert Fleck has explored Klein's relationship with his parents, particularly 
his mother, who had considerable success as a painter, and sees in Klein’s work a 

rejection of his mother’s congealing of line and color in favor of pure color.'® 
However, Klein’s “Monochrome Adventure” cannot be explained only through 

the psychology of family relations. Nor was it a simple rejection of the contem- 
porary art informe! practices of the immediate postwar period. Rather, Klein’s 
concept of the monochrome is no doubt a means of incorporating his parents’ 
reliance on vivid color into a system that simultaneously embraced their work and 
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yet veered away from the painting of his time. His desire seems to have been no 
less than the reestablishment of art’s metaphysical foundations and—as if bent on 

creating a destructive force as powerful as the war and the atomic bomb—disman- 

tling, even eradicating the notion that art had to be a material object separate from 

human experience. 

Around 1950, while on a trip to Ireland with Claude Pascal, Klein tried his hand 

at painting in the manner of his mother and father—creating semi-representational 
landscapes, often with horses and birds (figure 4). These small watercolors on 

paper were realized in striking pure blues, reds, and yellows, colors similar to the 

blue, rose, and gold Klein would later choose for his monochromes. Although akin 

to his father’s work (figure 5), even among these early pieces there is evidence 

of Klein’s desire to free himself from shape and line. The horses and birds are de- 

picted by quick, almost calligraphic strokes of the brush, and the animals are nearly 
always portrayed as rearing up or even flying. Employed as a horse keeper at the 
time, Klein seems to identify with the animals—with the power of the horses, their 

speed, and their ability to become almost airborne and with the birds’capacity 
to soar through the sky. There is a longing for freedom in these early pieces that 
would fully reveal itself in his later work as well as an embrace of color as a means 

of undermining the representational aspects of painting. 
Klein seldom referenced other painters, but one notable exception was Eugene 

Delacroix (figure 6), who Klein adopted as his personal champion, a knight of 

colors to do battle against Jean-Auguste-Dominique Ingres’ insistence on line, a 

tradition Klein felt was still being perpetuated by most postwar work and holding 

it back.'? Klein’s decision to elevate color over line is manifest in his 1954 story- 
board for a film titled La Guerre (de la ligne et de la couleur) ou (vers la proposition 

monochrome) [| The War (of line and color) or (toward a monochrome proposition)| 
and in two small works done the same year. One of these depicts a stage, framed 
by a drawn curtain, with what appear to be three monochromatic rectangles, 

placed as if characters in some play about art (pages 76-77). In the other, Klein 

has narrowed the players to one large red rectangle, a single character hovering 
behind the proscenium arch and framed majestically by the stage curtains. 
Perhaps unconsciously, Klein directly addressed the problem of painting after the 
war and proffered a solution. If representational painting was trapped by postwar 
existentialism, then the way out of this gray predicament was to free painting 
from all representation, even beyond his mother’s abstract paintings, with their 

cubist “depictions” of circles, triangles, and lines (figure 7). In Klein’s watercolors, 
he literally pulls the curtain back on the art of the future with the monochrome 

at center stage. Simultaneously, he seems to suggest that painting can no longer 

exist as a static object, but must be a kind of performance, a dramatic device that 

interacts with the audience. Painting takes on an anthropomorphic sensibility, 

becoming a living entity that transcends its inert history. 

It is a dramatic gesture by such a young artist. In their own quiet way, the wa- 
tercolors recall such dramatic visual music performances earlier in the century as 
the 1915 American premier of Alexander Scriabin’s Prométhée, Le poéme du feu 

[Prometheus, a poem of fire], 1908-10, or Matiushin’s The Birth of Light, Color, 

and Volume, performed in 1922, both of which featured color and light in thea- 

trical performance.”° These little-known but important watercolors foreshadow 
Klein’s later attempts at blurring the lines between painting, performance, and 

installation and demonstrate that he was already redefining painting as something 
beyond objecthood. 

Later in his life, Klein wrote about this period: 

In 1946 I was painting or drawing either under the influence of my father... 

or...my mother, an abstract painter of compositions of form and color. At the 
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same time, “COLOR,” the sensuous pure space, winked an eye at me irreg- 

ularly, yet with stubborn persistence. This sense of the complete freedom of 

sensuous pure space exerted upon me such a power of attraction that | 

painted monochrome surfaces to see, with my own eyes to SEE, what was 

visible in the absolute. | would not consider at the time these attempts as 

having pictorial potential, until the day, around one year later, when | said 

to myself, “Why not.” The “WHY NOT” in the life of a man is what decides 

everything, it is destiny. It is the sign that conveys to the inexperienced 

artist that the archetype of a new state of things is ready, that it has ripened, 

that it can be brought forth into the world.’! 
Well, why not—why could not a single color be pictorial? This pivotal question was 
at the heart of Klein’s ambivalence about painting, which was itself becoming the 

life force behind his emergence as an artist. The very dichotomy of wanting to paint 
and yet not wanting to paint would be the dialectic that would produce Klein's fully 

formed art. 

THE MONOCHROME ADVENTURE 

This kind of painting-not painting was extended in 1954 in two books Klein pub- 
lished financed by his Aunt Rose: Yves Peintures [Yves Paintings] (pages 84—87) 
and Haguenault Peintures. Each book contained a preface consisting solely of 

ruled lines, rather than text, as if Klein himself were still unable to articulate what 

he was trying to achieve; or, perhaps, implying that by not saying what the works 
were about, he was leaving it to the viewers to decide for themselves, thereby 

initiating a persistently essential element of his work: the need for the viewer to act 

as a participant in order to complete the work. Each book has ten color plates “de- 

picting” monochromes of various hues and signed “Yves” in the lower right corner, 

with notations indicating that they were, at least in theory, created by the artist in 

various cities around the world in the early 1950s. Both Thomas McEvilley and Nan 
Rosenthal have noted that it is highly unlikely that such paintings ever existed and 
that these plates are not reproductions at all, but instead are an example of Klein 

the “trickster.”?? Throughout his career, there is much evidence of Klein’s inclina- 

tion to fool the spectator; as a boy, he was a fan of Mandrake the Magician. Like 

a magician’s, Klein's “deception” was always integral to the performance overall, 

a part of the act, as it were, and, as such, part of the meaning of the work. If there 
were not twenty early monochromes done in cities around the world, then, like a 

magic show, there is pleasure in the illusion of the existence of these works. The 

fun is in the suspension of disbelief, in not giving in to the temptation to doubt the 
evidence of the eye. 

But even if these works only existed as “reproductions,” it is clear that Klein 
had been toying with the concept of the monochrome for some time. Claude 

Pascal recalled that during a trip to London in 1949, Klein made a series of small 

pastel monochromes that he installed in their room and invited friends to see.?? 
Despite the fact that the people who saw the works scoffed at them and Klein 

himself declared that he disliked painting (Pascal refers to the reluctant artist as 

“an involuntary painter”**), he was nevertheless seriously invested in creating these 
pure color forms. 

It is not surprising that what might be considered Klein’s first real exhibition 

occurred in 1955 in a judo school he ran for a short time on the Boulevard de 

Clichy in Montmartre. A dedicated practitioner of judo who had studied in Japan 
and in 1954 published an instruction book entitled Les Fondements du Judo 
[The Foundations of Judo], Klein found linkages between his role as judoka and 
that as artist: 
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“Judo has helped me to understand that pictorial space is, above all, the product 

of spiritual exercises. Judo is, in fact, the discovery of the human body in a spiritual 
space.’*” He reportedly hung several large monochromatic works in the school in 
various colors—blue, white, and pink—which he used as meditation devices. 

A mere month later, Klein had an exhibition of monochrome paintings at the Club 

des Solitaires in Paris. The show was not seen by many nor did it receive much 

attention, but it was viewed by a young critic, Pierre Restany, who immediately 
recognized much of what Klein was trying to accomplish and who would eventu- 

ally form a “partnership” with the artist to promote this new kind of art (figure 8). 
As observed by Thomas McEvilley, this partnership was mutually beneficial.” 
For Restany, Klein was the vehicle to art world notoriety; he was able to champion 

this new approach to art, to take a position in the art community, and argue for it. 

For Klein, who, despite a number of writings, was never able to articulate thor- 

oughly what he was trying to accomplish, Restany became “the educated voice 

which he himself lacked but deeply desired. When words were required, Klein 

interposed Restany between himself and the world...."”” Furthermore, it became 

Restany’s job to try and explain why the artist’s paintings were not paintings in 
the traditional sense. 

It was at this point, possibly because of the conviction and support of Restany, 
that Klein seems to have adopted fully the notion of becoming a professional artist. 
Shortly after the Club des Solitaires exhibition, Klein asked Restany for his help 
in getting another gallery show, and it was not long before Klein’s monochromes 

appeared at the Galerie Colette Allendy in an exhibition titled Yves Klein: Proposi- 
tions monochromes [Yves Klein: Monochrome Propositions].7° Restany wrote the 
preface to the exhibition catalogue and asserted that Klein's work rejected the 
then prevalent forms of art informel, veering away from the angst, existentialism, 

and humanism of postwar painting toward something completely different.”? 
In this text, Restany began his explications about painting as something greater 
than painting by comparing Klein’s work to Kasimir Malevich’s Suprematist Black 

Square, c. 1923 (figure 9): 

But here there is precisely neither black square nor white background, and 

we are at the heart of the problem. The aggressiveness of these various color 
propositions projecting forth from the walls is only apparent. The artist here 
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requests of the spectator this intense and fundamental moment of truth, 

without which all poetry would be incommunicable.... One cannot suspect 

him of any attempt at wall decoration. The eye of the reader, so terribly 

contaminated by the external object, having all too recently escaped the 

tyranny of representation, will seek in vain the unstable and elementary vibra- 

tion, the sign by which he is accustomed to recognize life, the essence and 

goal of all creation—as though life were nothing but movement. He is finally 

obliged to seize the universal without the help of gesture or the written line, 

and so | pose this question: where, and to what degree of tangible clarity, is 

the spiritual then situated in art? Has the omniscient dialectic turned us into 

mechanisms of thought, incapable of all sincere accommodation? In the 

presence of these phenomena of pure contemplation, the answer will be 

given to you by the few men of good will who still survive.’° 

Although Klein was most certainly grateful for Restany’s support and poetic 
articulation of his endeavors as an artist, he was less comfortable with the critics’s 

linkage of the monochromes to Malevich. The problem was that for Malevich 

painting was still about an image, even if that image was merely a black or red 

square on a white ground. Klein, on the other hand, could “no longer approve of 
a ‘readable’ painting.... [His eyes were] made not to read a painting, but, rather, 

to see it. Painting is COLOR, and Van Gogh proclaims, ‘I long to be freed from | 

know not what horrible cage.’””! 

For Klein, the cage was painting itself and its reliance on representation and 

earthly concerns, elements he believed abstraction merely perpetuated rather than 

transcended. Because of this limitation, he viewed himself as closer to Van Gogh, 

despite the artist’s depictions of things, because of his overt reliance on the power 
of color. This complex attack on abstraction would be a driving force behind Klein’s 

work hereafter, and it proved not only a difficult concept to practice in painting, 
but also to articulate in words. Klein instead chose a different method to communi- 

cate his ideas—drawings or diagrams that illustrate his position relative to Malevich 
(pages 103-05). In a 1958 sketch, Klein represents Malevich in the act of painting; 
he works at an easel studying his subject matter: one of Klein's monochromes. 
Thus Malevich's canvas contains the painted image of the monochrome, and he 

cannot get beyond making an illustration, even if that picture appears to 

be abstract. 

Klein's rejection of Restany’s equation with Malevich may have been somewhat 
unfair. Like Klein, Malevich was attempting something daring, and while it is mini- 

mal in design and a positive image on a negative white ground, it could be argued 

that Malevich's black Suprematist square, which he repainted several times (like 
Klein with his monochrome series), was not meant to be seen as a singular paint- 

ing but as part of system of signs that could be copied in a kind of continuum, and 
that, as Ad Reinhardt would later note in relation to his own black paintings, was 

a “sign which refuses to signify.””? Like Reinhardt, Klein was seeking a form of 
painting that was “alchemical, and beyond time. It represents nothing.””’ In fact, 
the first use of the black rectangle was in the Futurist opera Victory over the Sun, 
1913, as a scenic design element perhaps not dissimilar from Klein’s own painted 
stage with curtain drawn to reveal a red rectangle.’* Both Malevich and Klein seem 

to have had as a starting point the theatrical potential of the art object and its use 
outside of the conventional territory of visual art. In addition, Malevich shared 

Klein’s interests in the spiritual; he was an adherent of P. D. Ouspenky’s beliefs in 

a “fourth dimension” and was familiar with other esoteric ideas such as Theosophy 

(which also deeply influenced Kandinsky and Piet Mondrian), yoga, Buddhism, 

and even the occult.”” Like Klein, who was fascinated with overcoming the effects 

of gravity and who would later create plans for a pneumatic rocket powered by air 
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(pages 262-63), Malevich was a proponent of flight and had a strong interest in Figure 10 
Exhibition Yves Klein: Proposte 

the cosmos. Monocrome, Epoca Blu 

Whatever the case, it is clear that by 1956 Klein was ready to embrace not [Wes Klein: Mopoeniome 
: A : ; . Propositions, Blue Epoch] at 

merely the notion of being an artist, but also an instigator of a revolution. That Galleria Apollinaire, Milan, 
January 2, 1957 same year, he became a Knight of the Order of Saint Sebastian, an assembly that 

traced its roots back to archers in the time of Charlemagne. This membership 
reignited a boyhood fascination with costumes and underscored his interests in 

ritual and esoteric teachings that had first found an outlet in his interest in Rosicru- 

cianism. Now, as a conquering hero, it was time for a true revolution. During 1956, 

Klein attempted to attack the problem of monochromatic work. As the juxtaposi- 
tion of various colors and shapes lent paintings a decorative aspect when displayed 
together on the gallery wall, he began boldly to narrow the monochrome down to 

one color—blue. Max Ernst'’s rain, although continuing to fall on Europe, was about 

to turn into a blue rain, a rain that would wipe clean all “exterior contamination” 

and would transform painting into “pure sensibility.””° 

THE BLUE ROSE 

On January 2, 1957, Restany “presented” an exhibition of Klein’s work at the Galle- 
ria Apollinaire in Milan (figure 10). Called Yves Klein: Proposte Monocrome, Epoca 
Blu [Yves Klein: Monochrome Propositions, Blue Epoch], the title no doubt had 
certain ironic overtones toward Picasso. Eleven unframed wood panels, all approxi- 
mately the same size, were displayed together.” Each piece was covered, includ- 

ing the sides, with a textured surface, created by rolled-on pigment. The paintings 

were not hung directly on the wall but were supported on poles that allowed them 

to float just in front of it. All eleven paintings were an intense, luminous, yet “dark 

ultramarine” that Klein would later designate as International Klein Blue or IKB. 

(A red painting was also included in the show but was hung in a separate room.) 
Strangely, although these pieces were almost identical, each had a different price. 

Restany, clearly influenced by the artist's critiques of his last essay, now 
warned the public and critics in his catalogue essay not to compare these pieces 

to the work of Malevich but to consider each work separately and experience the 10 
“complete autonomy of the color.” Restany now claimed the work was closer to 
Giotto than to the originators of abstraction:”° 

...Blue dominates, reigns, lives. It is the Blue-King of the most definitive of 

surmounted frontiers, the Blue of the frescoes of Assisi. This full void, this 

nothing which encloses Everything Possible, this supernatural asthenic 

silence of color which finally, beyond anecdote and formal pretext, makes 

the formal grandeur of a Giotto.”’ 

In the Basilica of Saint Francis in Assisi, Giotto depicted the life of the patron saint 
of animals in a series of panels dominated by the color blue, in which architecture 
and figures are set off against a flat, monochromatic sky, with angels, horses, and 

devils occasionally floating in the flat cobalt field. The blue, which seems almost 

a cutout pattern, is often complemented by red and gold, two colors, as already 

noted, that would also play a major role in Klein’s work. For example, in Saint 

Francis Giving His Cloak to a Poor Man, 1298 (figure 11), the blue sky dominates 
the landscape and leads the eye to Saint Francis, his blue robe forming the first 

“panel” of a “triptych” completed by the gold cloak and red gown of the poor man. 

This arrangement would be similar to that created by Klein in 1960 when he pro- 
duced a large-scale triptych consisting of blue, gold, and pink panels or his 1961 
small votive offering to Saint Rita, given to her shrine in Cascia, Italy, that consisted 

of sections of rose and blue powdered pigment and gold leaf, all encased in a plexi- 

glass box (page 217). 
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Giotto’s use of monochromatic planes of bright blue coupled with a world 
below depicted more three-dimensionally with shadow and substance, creates 

a strange dichotomy, a clash of spiritual signs—a deep blue nothingness, to 
use Gaston Bachelard’s phrase—set against the fragile beginnings of one-point 

perspective and a fictional arena where a dramatic reality could be played out. 
This intriguing hybrid form, caught between the Gothic and the Renaissance, 

between the abstract and the naturalistic, parallels Klein’s own quest to build a 
bridge, a transportation device, in fact, that could fly the viewer from this world 

to the immaterial. 

Despite this affinity between Klein's work and that of the Italian master and 

Restany’s attempts to position Klein within the safe house of Ciotto’s quasi-repre- 

sentational world, critics attacked the Apollinaire show, asserting, for example, that 

it “is not even impudent, it is merely comical.”*° One critic, Dino Buzzati, however, 

took the show more seriously, writing a piece titled “Blu, Blu, Blu,” that, as Restany 

later observed, established Klein’s notoriety, which would only grow from this 

moment forward.*! As Buzzati’s title encapsulates, the Galleria Apollinaire exhibi- 
tion introduced Klein’s “Blue Period” and his aim of inciting a “Blue Revolution” 

that would lead to nothing less than the transformation “of modes of thought and 

action...."* The dominant energy behind this revolution found its source in the 

notion of color as a means of defining the immaterial. With the Galleria Apollinaire 

show, Klein reconfirmed his rejection of line for color. Not only was each panel 
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the same blue color, but the color was applied by a roller, eschewing any need for 

drawing or mark-making with a brush. 

Clearly some of Klein’s interest in color arose out of his parents’ painting, itself 
dominated by vivid color schemes, as well as his interest in Delacroix’s writings; 

however, his fascination with Rosicrucianism certainly also played a role in his 

adoption of color as the key component in his art as well as his interest in paint- 

ing as a means of achieving immaterial sensibility. Klein had become interested in 

Rosicrucianism in 1947, the same year he signed the sky. It should be clarified 
that Klein was familiar with a modern version of Rosicrucianism founded by Max 
Heindel in Seattle in 1909 as the Rosicrucian Fellowship, a group that, like a 

number of others in the early twentieth century, grew out of the original esoteric 
Rosicrucian Doctrines that have their origin in Christian Rosencreutz, Knight of 

the Golden Stone, and which may date back as early as the sixteenth century.” 
Indeed, the rose-cross is one of the symbols of Rosicrucianism, a combination 

of Christian faith and passion. Klein studied Heindel’s The Rosicrucian Cosmo- 

Conception and accompanying workbooks for about five years. As Thomas 
McEvilley and Klaus Ottmann have noted, several Rosicrucian concepts became 

central in Klein’s own evolving philosophy. For Rosicrucians, there is no such thing 

as empty space; all space is filled with “Spirit” and matter is simply crystallized, 
inert spirit, the negative side of spirit.** Heindel wrote of the end of the age of 

matter and the beginning of an age of open space, a time when spirit will exist free 

of form.*” When the new age occurs, we will have the ability to levitate through 

mental activity. An emphasis is also placed on science, paralleling a series of art 
movements in the 1950s such as Arte Nucleare (Klein would sign their manifesto 

in 1957),*° which also focused on the intersections of art, science, and technology. 

According to Heindel, science would become an extension of religion. 

Colors were also essential to Heindel, particularly the primaries red, yellow, 
and blue—akin to Klein's rose, gold, and blue. These three colors “are God 

and make up the true godhead”; they “correspond to the three aspects of God. 
Throughout his life, Klein was drawn to ritual and ceremony, and as he was raised 

a Catholic, he was likely familiar with the original symbolism of the Church, in 

which red signified the suffering of Christ and blood; violet, humility; white or silver, 
life; yellow or gold, fruitfulness; green, fecundity and youthfulness; black, death 

and destruction; and blue, the heavenly sphere and godliness.*® 

This relationship of color to spirituality in art was one of the foundations of 
abstraction in the twentieth century. Artists such as Kandinsky and Kupka had 
attempted to expand the ability of painting to elicit other senses beyond mere 

sight. In his 1912 treatise On the Spiritual in Art, Kandinsky suggested that “sight 
must be related not only to taste, but also to all the other senses,”*” thereby 

creating a kind of synaesthesia. The correspondence between color and sound, 

between the chromatic variations in visual art and the harmonic vibrations of 

music, fired the imagination of many artists early in the century and led to the 
belief that the correspondence of color to music could create an abstraction 

appropriate for the “new epoch of the great spiritual.””° 
While Klein had rejected Restany’s attempts to link his work to Malevich’s, 

Klein’s use of color brings his work closer not only to Delacroix’s, as he himself 
suggested, but also to those practitioners of synaesthesia in the early twentieth 

century. Indeed, Kandinsky wrote that “The deeper the blue the more powerfully 
it draws man toward infinity and awakens in him the nostalgia for Purity and for 
the ultimate suprasensible [realm].”’' For Klein, colors were “living beings, highly 

evolved individuals that integrate themselves with us, as with everything. Colors 
are the true inhabitants of space.””* Similar to his contemporary, the composer 

Olivier Messiaen, who was also a devout Catholic, Klein seems to have been drawn 
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to the notion of synaesthesia; in his essay “My Position in the Battle Between Line 

and Color” he re-presents Arthur Rimbaud’s poem “Vowels” that equates letters 

with colors (“Black A, White E, Red I, Green U, Blue O: vowels”).”’ 

It should also be remembered that with the exception of certain artists such as 

Giotto, Delacroix, and Van Gogh, artists with whom Klein indentified, his avowal 

of color and the monochrome, his need “through color...[to] become acquainted 

with the immaterial,”’* undermined a tradition in art history that, for the most part, 

had imprisoned color, holding it at bay through the concept of linear drawing and 

various aesthetic “rules.” In Chromophobia, David Batchelor details this history of 

color and how it has been isolated and confined. He examines the fear of color, 

such as eighteenth-century painter Joshua Reynolds’ belief that “a brilliancy of 
tints” is “weak and unworthy of regard.””” Often this fear seems to stem from the 

association of color with the sensuous and ecstatic, or, as Roland Barthes has 

described it, “Color...is a kind of bliss...like a closing eyelid, a tiny fainting spell.”’° 

Hallucinogenic, dreamy, dazzlingly sensual, color hurls the artist into dangerous 

territory, into uncontrollable worlds, places like paradise or hell, states of transmu- 

tation, where creativity is psychedelic and free from the limitations of the logical 

mind. Even such representational artists as the early Netherlandish painters, like 

Jan and Hubert van Eyck, found the end of reality and the beginning of God in their 

astonishing use of paint to elevate the everyday into the otherwordly, and vibrant 

fabrics, jewels, and ornaments take on a hyper-real sensuality through the ren- 
dering of light and color. Klein also appreciated this point of transcendence, the 
embodiment of the spiritual in the hues of the material: 

The life of color! And it is this that brings to mind for me COLOMBO and its 

merchants of precious gems who empty before you their pouches filled with 

sapphires, aquamarines, rubies, making little piles on a table covered with 

soiled, uncolored velvet. What a spill! What infinite scintillation! 

This is what I seek to find again in colored matter, this unique and living 

spill, filled at once both with luxury and serenity.”’ 

This extrication from the mundane is not unlike that captured in ).-K. Huysmans’ 

1884 novel A Rebours, in which a “sapphire has kept its fires inviolate, unsullied by 
contact with commercial and financial stupidity,” or in Aldous Huxley's 1954 The 
Doors of Perception, in which the author elucidates, under the influence of mes- 

caline, a place where “the shadows fell on the canvas upholstery, stripes of a deep 

but glowing indigo alternated with stripes of an incandescence so intensely bright 
that it was hard to believe that they could be made of anything but blue fire....””8 

* 

Of equal importance to Klein’s approach to color in his watershed Galleria 
Apollinaire exhibition was his challenge to the notion of the unique object. About 

a year after the show, Klein would write a text explaining his radical decision to 
create eleven nearly identical ultramarine monochrome paintings yet price them 
differently: 

In the course of my second Paris exhibition at the Colette Allendy gallery 
in 1956, I displayed a selection of PROPOSITIONS of colors in varying 

formats.... | attempted to attain that degree of contemplation where color 

becomes full and pure sensibility. Unfortunately, this occasion made apparent 

that many spectators were slaves to their manner of seeing: they were much 

more sensitive to the relationships of the PROPOSITIONS to each other and 

tended to recreate decorative and architectural elements out of the colors. 

This forced me to go much further in my experiments and to present in 

January 1957 at Galleria Apollinaire in Milan a show devoted to what | dared 

to call my “Blue Period.”... The show included ten [sic] paintings in dark ul- 
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tramarine, all of them rigorously identical in tone, value, proportion, and size. 

The passionate controversies that resulted and the deep emotions provoked 

among persons of good will who were prepared to suspend the sclerosis of 

old conceptions and set rules testify to the importance of the event.... We 

absolutely must realize—and this is no exaggeration—that we are living in the 

atomic age, where all physical matter can vanish from one day to the next to 

surrender its place to what we can envision as the most abstract. | believe 

that for the painter there exists a sensuous and colored matter that is intan- 

gible.... It is no longer a question of seeing color but rather of “perceiving” it.” 

The notion that one painting could be exactly like another—yet unique at the same 
time—was in the air during the late fifties. In the same year that Klein had his 

L'Epoca Blu exhibition, Robert Rauschenberg created two works, Factum | and 

Factum Il (figures 12 and 13), that, despite the use of collaged imagery, were still 

within an Abstract Expressionist style that included drips of paint; Rauschenberg’s 

attempt to remake a more or less gestural work seems to undermine the very core 
of New York School painting, which was supposedly rooted in autobiographical 

gestures and unconscious mark-making.°° Klein’s exhibition and paintings also 

questioned the notion of art as merely the byproduct of an individual and rather 
presented works that transcended the artist and are, as Klein noted, about “some- 

thing far more important.”*' They are about the individual looking at them and his 
or her experience with the immaterial caused by the vibrations of the blue in the 
painting; Klein’s work is not about Klein in the way that Franz Kline’s work is about 

Kline the artist or Mark Rothko’s paintings about Rothko’s view of the world, but 

instead attempt to harness a sacred power that creates that “degree of contempla- 

tion” that allows color to transcend “pure sensibility.” 
This approach to the medium rejects both the notion of painting as a window 

through which the spectator passes into a fictive space and as a personalized 
existential drama. Rauschenberg’s use of collaged images and his attempt to cre- 
ate a double of something seemingly not reproducible as well as Klein’s creation 
of identical blue panels at once circumvented representation and undermined the 

authoritarianism of Abstract Expressionism. Painting’s window was destroyed, and 

within a few years artists like Andy Warhol would pointedly conflate art, the real 

world, and contemporary icons by replicating such images as Campbell soup cans 
over and over in identical paintings or within the same canvas.°? 

PAINTING THE INVISIBLE 

For Klein, painting had never been just about painting. During the last five years of 
his life he seemed determined to distance himself further from the act of painting 
while simultaneously expanding the notion of what painting could be. As early 
as 1951, Klein was already thinking of painting in different ways; he had written in 
his diary about the possibility of installing his monochromes with musical accom- 
paniment. And in “The Monochrome Adventure,” Klein claimed that in 1947 

he had composed “a great monotone symphony.”°* Music had played a major role 
in his youth, and he had a particularly strong interest in jazz. He played the piano, 
frequently visited nightclubs, and wanted to become, at one point, a jazz musician, 

occasionally sitting in with bands.°’ 
Klein describes his Symphonie Monoton-Silence [Monotone-Silence Sym- 

phony] as having 
forty minutes duration (although that is of no importance, as one will see) 

[consisting] of one unique continuous “sound,” drawn out and deprived of its 

beginning and of its end, creating a feeling of vertigo and of aspiration outside 
of time. Thus, even in its presence, this symphony does not exist. It exists 

INVOLUNTARY PAINTING 31 



32 

outside of the phenomenology of time because it is neither born nor will it 

die. However, in the world of our possibilities of conscious perception, it is 

silence—audible presence.°° 
Klein’s monotone experiment recalls Robert Fludd’s 1617 monochord apparatus, a 

theoretical musical instrument meant to make visible the distances between musi- 

cal pitches by using only a single string (figure 14). The pitches reflect Newton's 
breakdown of the light spectrum into various color bands (figure 15). As described 

by George Hersey in Architecture and Geometry in the Age of the Baroque, the 

monochord was an allegorical instrument, illustrated with layers of earth and atmo- 

sphere equated with the pitches all the way up to God’s hand at the top, which is 

seen tuning “the great single string of the universe.”*” The device is surrounded by 
spheres representing the elements, planets, and spiritual regions while the sun and 

stars shine down on the instrument, creating a visual version of the invisible world 

of the music of the spheres. 

This diagram offers an important parallel for understanding Klein’s mono- 
chromes. The use of a single color, like the use of one note drawn out, creates a 

sense of the infinite, of continuous immaterial space, of which we are catching 

(or hearing) only a brief glimpse, a point of possible entry, a tiny invitation to experi- 

ence, perhaps ever so slightly, the vast reality “beyond what is visible.”°* The 
symphony is audible, it is present, but it is silence as well, just as the IKB paintings 

are present, but are not what they appear to be; they are not paintings but instead 
are presences of the invisible, of the “indefinable.” 

The theorist Renato Poggioli has proffered a link between the concept of 
silence and abstract painting. Echoing Klein, Poggioli suggests that silence allows 

art to free itself “from the prison of things,”°’ while critic Donald Kuspit argues that 

in such works: 

the artist is attempting to function shamanistically.... It is the heart of what 

the artist Mimmo Rotella called the “mythical metamorphosis,” a metamor- 

phosis that is art’s responsibility. The attempt to articulate what Klein called 

“the great emptiness” or what Group 0 called the “zone of silence” as demon- 
strations, not simply signs, of spiritual presence is pure shamanism.’° 

The ZERO group, which was founded in Dusseldorf in 1958 by artists Heinz Mack 

and Otto Piene, created before disbanding in 1960 three publications, one of 

which was designed by Klein and featured a blue monochrome illustration cover 
with ZERO 3 at the bottom (page 135). Other artists associated with the group 

included Giinther Uecker, Piero Manzoni, and Lucio Fontana. Like Klein, the ZERO 

group was devoted to discovering new directions for painting, a goal that led the 

artists associated with the group to experiment with creating smoky trails burned 
onto canvas with a candle (Piene), hammering nails directly into the painting's 
surface (Uecker), and slicing the canvas (Fontana; figure 16) in order to find new 

“dimensions” beyond the surface of the painting and its SEINE | use to create 

illusions and representations. 

Klein himself was also committed to extending the painting surface into three 

dimensions, out into the viewers’ space, and thereby blurring the lines between 
painting, sculpture, and architecture. During the late 1950s, Klein produced a 

number of works that, with a startling variety of forms, expanded the territory of 
the “Blue Revolution”: releasing 1,001 blue balloons from Saint-Germain-des-Prés 

prior to the opening of his exhibition at the Galerie Iris Clert in Paris on May 10, 

1957; lighting the Fire Tableau (figure 17), a blue monochrome with Bengal fire- 

works embedded into the surface, at the Galerie Colette Allendy in Paris on May 

14, 1957; and including in this “world of blue” double show, as Restany called it, 

blue tapestries, a blue folding screen planted on blue pigment, blue obelisks, even 

blue rain, achieved by hanging thin rods covered with blue pigment from the ceiling. 
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Figure 14 

Robert Fludd 

“The Divine Harmony of the 

Universe: The Hand of God 

Turns the Peg to Tune the 

Universe” from Utriusque 

Cosmi, Maioris scilicet et 

Minoris, metaphysica, physica, 

atque technica Historia [The 

Metaphysical, Physical, and 
Technical History of the Two 

Worlds, Namely the Greater and 

the Lesser], c. 1617 

Oxford Science Archive 

Photo © HIP/Art Resource, NY 

Figure 15 

Isaac Newton, color wheel 

published in Opticks, 1704 

Figure 16 

Lucio Fontana 

Spatial Concept: Expectations, 
1967 

Oil on canvas with black gauze 

21 % x 26 Ye in. 
(54.6 x 66.2 cm) 
Hirshhorn Museum and 

Sculpture Garden, The Joseph 
H. Hirshhorn Bequest, 1981 

(86.1857) 

© 2010 Artists Rights Society 
(ARS), New York/SIAE, Rome 

Figure 17 

Yves Klein with Bengal Fire 

Tableau in Colette Allendy’s 

garden, Paris, May 1957 
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Figure 18 

Gelsenkirchen Opera House, 

Germany, 1959 

Figure 19 

Installation view of Bas-Reliefs 

dans une forét d’éponges [Bas- 

Reliefs in a Forest of Sponges] 

at Galerie Iris Clert, Paris, 1959 
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Perhaps the most important of these attempts at enlarging painting's domain 

was Klein’s commission for the Gelsenkirchen Opera House in Germany between 

1957 and 1959 (figure 18). Working with the architect Werner Ruhnau, the artist 

created six enormous blue monochromes. Placed in the lobby and cloakrooms, 

these pieces allowed Klein to distance himself further from the act of conventional 

painting, aligning it more closely with architecture and installation. If the idea 

of Klein’s painting had been to sensitize the viewer to the immaterial realm, the 

Gelsenkirchen project allowed him nearly to create a world, as Nicolas Charlet 
calls it, that is “blue on the surface and a void within.””' Through his sculptural 

objects and the enormous blue “wall murals” that, despite their vast scale, depict 
nothing, Klein expanded the notion of painting by moving it away from the conven- 

tions of canvas, flatness, and fictive space. 

18 

As early as 1956, during his experiments with his blue monochromes, Klein 

had become fascinated by the sponge’s ability to absorb color,’* by “the beauty 

of the Blue in the sponge, of that extraordinary capacity of the sponge to soak up 
anything—in this instance Blue!””’ In 1959, again at the Galerie Iris Clert, Klein 

opened an exhibition that he titled Bas-Reliefs dans une forét d’éponges [Bas- 

Reliefs in a Forest of Sponges] (figure 19). In effect, the sponges reversed the flow 

of the monochromes; if in his monochromes Klein had wanted to reveal that “Blue 

has no dimensions...[it is] beyond dimensions...”’* and create a portal to the zone 

of immaterial sensibility, attaching sponges to the painting’s surface brought a kind 
of weight and materiality back to his work; yet he still avoided, perhaps even more 
than with the monochromes, conventional painting. By attaching sponges, the zero 
degree of Klein’s blue monochromes gave way to an absorption into this world of 
the “other side,” a way of demonstrating the immaterial in something material, a 

means of bringing the invisible spiritual realm into the dominion of flesh. Without 

the artist having actually to paint, the sponge absorbed the essence of immaterial- 
ity. Klein could more clearly demonstrate the immaterial and yet move even further 

away from the act of painting. The sponge, which, like the roller, was an incidental 

instrument of the artist studio, became the primary signifier for the immaterial and 

a substitute for painting. The apparatus had become the painting. 

A similar approach had been taken by ZERO group artist Fontana in the early 

1950s in his Pietra series, in which he attached colored glass stones to his canvas- 

es, thereby capturing a kind of color out of space, an essence of the cosmic in our 
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world. Later, in 1962, Klein carried this approach even further when he bundled 

together rollers he had used for making his monochromes and sponge reliefs since 
1956 (page 245). Blue, pink, gold are here brought side by side, not in a painting, 

but in the painter's tools, the devices that had dipped into the infinite and returned 

to the material world. 

Klein’s overlap with these ZERO group artists, however, was perhaps stron- 

gest in an area of interest that was the focus of the second issue of ZERO: light 
and movement. The use of white as a source for creating perceptual effects was 

integral to Klein’s early monochromes and later, perhaps most notably, his carefully 

planned white-washing of the Galerie Iris Clert space in Paris in 1958 as a means 
of impregnating the space with this presence for his installation La Spécialisation 

de la sensibilité a l'état de matiére premiére en sensibilité picturale stabilisée 

| The Specialization of Sensibility in the Raw Material State of Stabilized Pictorial 
Sensibility] known as Le vide [The Void] (pages 109-12). Creating an anti-gallery, 

a white-washed space, a void, but one that was not empty but rather charged 

spiritually by the artist’s presence, echoes the other ZERO group members’ use of 

white in their paintings. 

All of these innovations allowed Klein to distance himself from the actual act 

of painting. His mistrust of conventional painting and his insistence on the glory of 
color over the mundane reality of line moved him away from the practice of mark- 

making; instead, the sky was signed without having been painted first; paintings 
were “reproduced” in books without ever having been made; ultramarine blue was 

rolled—not brushed—onto canvas using a binder and dry pigment; and an exhibi- 

tion was created without the use of objects on the walls. Painting, at least painting 

as it had been tamed, shrunken, packaged, and reduced to the service of represen- 

tation, could not contain his vision. 

FLESH AND SHADOW 

The logical next step for Klein was to find a way of making a painting without 
touching it at all, to remove all material traces of the artist. In his essay “Truth 

Becomes Reality,” the artist writes about the steps leading up to the creation of his 
Anthropometries. 

Having had rejected brushes as too excessively psychological already ear- 

lier, | painted with rollers, in order to remain anonymous and at a “distance” 

between the canvas and myself during the execution, at least intellectually... 

Now, what a miracle, the brush returned, but this time it is alive: it was the 

flesh itself that applied the color to the canvas, under my direction, with a 

perfect precision, allowing me to remain constantly at an exact distance “x” 

from my canvas and thus continue to dominate my creation during the entire 

execution.’’ 

On the evening of March 9, 1960, Klein created a performance for the opening of 

the new Galerie internationale d‘art contemporain in Paris that brought to a climax 

experiments he had been undertaking since 1958.’° By staging a formal event 

complete with nine musicians performing his Symphonie Monoton-Silence, for 
Klein the entire evening was, in a sense, an attempt to turn art history on its head 
and undercut the concept of the bohemian artist. Dressed elegantly in evening 
attire, white gloves (like Mandrake the Magician), white bowtie, and the Maltese 

Cross of the Order of the Knights of Saint Sebastian, Klein appeared, followed by 
several nude models. Klein “conducted” the models’ movements, had them apply 

ultramarine blue pigment to their bodies, and then guided them as they pressed 
their bodies onto large sheets of paper (figure 20). The nudes of art history—of 

Giorgione, Titian, and Manet—appeared in the flesh, no longer mere representa- 
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Figure 20 

Klein and a model during an 

Anthropometry performance 

at the Galerie internationale 

d’art contemporain, Paris, 

March 9, 1960 

Photo by Shunk-Kender. © 2010 

Artists Rights Society (ARS), 
New York/ADAGP, Paris. Photo 

© Roy Lichtenstein Foundation 
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tions or passive objects, but “living brushes,” figures who literally painted them- 

selves. Once the performance was done, what remained was only an impression, 

a trace, an absence rather than a presence of a representation. The imprint left 

by the models’ bodies, rather than receding into a fiction, remained a fact, a mark 

denoting the “flesh itself that supplies color to the surface....’”’ The artist demon- 

strated that he no longer needed to paint, yet was still capable of making paintings. 

20 

The Anthropometries, as Klein called these works, clearly had their playful 

side, and in a work such as People Begin to Fly from 1961 (pages 170-71), recall 

the artist's belief in levitation and desire for freedom from the body itself, the joy 
of total liberation from the material world and the magician’s ability to raise his 

subjects off the ground without touching them. But the Anthropometries also had 

a darker side, reminding us again of Klein’s constant attempts to reinvent paint- 

ing in the wake of the massive destruction of the war. The mark left by the body 

was also not unlike the human shadows imprinted on the wall after the dropping 

of the atom bomb on Hiroshima; tellingly, also dating to 1961 is Klein’s Hiroshima 

(page 68-69), with its “shadows...in the desert of the atomic catastrophe, terrible 

evidence, without a doubt, but evidence of hope all the same, hope for the survival 

and permanence albeit immaterial, of the flesh.”7° 

Flesh and shadow, the material and the immaterial, creation and destruction— 

these concepts led ultimately to Klein’s last major series, the Fire Paintings, the 

body of work in which he distanced himself the most from conventional painting. 

The inspiration for these works may have come to Klein one night during 1961, 

when the artist and his model and future wife Rotraut Uecker visited Larry Rivers 

in his New York studio. After Rivers had fallen asleep, Klein decided to try an ex- 
periment. He lit a number of candles and placed them around the dark room, then 
had Rotraut disrobe and posed her in front of a large mirror. According to Rotraut, 

he studied the light and reflection for some time, a sort of contemporary version 

of Vermeer’s use of the camera obscura or Velazquez’s use of the mirror to see 

reality more intensely than under normal conditions. Rotraut has commented that 
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she believes the warm glow of the candles against flesh in the darkness, as seen in 

the world of the mirror, gave Klein his inspiration.’? Like Alice through the looking 

glass, Klein uses the “painting” not as an object but as a mirror, a vehicle for the 

transportation of the mind into another world, a dimension without gravity, where 

the body ceases to exist as a substance and becomes instead a flickering warm 
essence hovering in space. 

In early 1961, Klein had a major exhibition, Yves Klein: Monochrome und 

Feuer [Yves Klein: Monochrome and Fire], at the Museum Haus Lange in Krefeld, 

Germany. His most extensive show to date, Klein not only displayed his mono- 

chromes, sponge sculptures, and Anthropometries, but also created a wall of fire 

and two “fountains” of fire in the garden (pages 229-31). Like the ceremonial cre- 

ation of the Anthropometries, Klein set the stage, igniting these pyrotechnics at the 

Opening event in the twilight, thus creating an impressive inferno of blue transition- 

ing to orange flames, elemental animations shimmering in the indigo magic-hour. 

These fire fountains launched Klein's Fire Paintings series, which would preoc- 

cupy him until his death. By holding paper or board against the fire sculptures for 
a brief amount of time, Klein was able to get smoky burn marks, traces of partial 

destruction that ironically resulted in a new kind of creation. Like the Anthropom- 
etries, these burns were the remnants of an action, a ghostly residue replacing the 

weighty, preconceived material mark of the conventional artist. An element with 

a life of its own, fire becomes in these works the co-creator, at one with the artist 

himself. Klein had once again succeeded in making a painting without painting. 

A few months after the Krefeld exhibition, Klein used the spaces of Gaz de 

France to create with a large flame-thrower various-scaled Fire Paintings. Seeing 

the event as a kind of performance, Klein documented the simultaneous act of 

destruction and creation, and also had a friend standing nearby wearing a fireman's 

helmet, suggesting to the viewer that the authorities were collaborators in the 

creation of these “dangerous” works.®*° Klein brought the Anthropometries and 
Fire Paintings together in some of these works; by placing nude women against 

the canvas and spraying water on them, then having them step aside before blow- 
torching the surface, he composed traces of flying bodies that emerged as the 

result of a destructive act. Fire destroyed the prison of the material world, allowing 
the body to fly, to hover, like Klein had years before over the beach in Nice. 

In an often quoted statement, Klein observed that “My paintings are the 
‘ashes’ of my art.”*! It is a telling and ironic assertion indicating that painting was 

not the intentional result of Klein's practice but only one rather indispensable 
step in getting there. But the word ashes suggests more than painting as a second- 
ary phenomenon. With his use of fire, whether roman candles implanted in the 
surface of a painting, the Krefeld fire fountains, or the alteration of a surface with a 

flame-thrower, Klein sought creation within the act of destruction. The new human 

being, the one capable of levitating out of the immaterial, rose like a phoenix from 

the ashes of the war; the artist's job was to show the way, to find pathways for the 
development of a new immaterial sensibility, a blue society out of the black devas- 
tation of the recent past. If Klein wanted to rise, indeed, to levitate, above the ruins 

of war, the conventions of art, and the potential annihilation of the world in the 

atomic age, the way to do this was not by avoiding destruction but by embracing it. 
Fire became a means of eradicating the old and giving rise to the new. Like other 

artists of his generation—Fontana and his cuts, Alberto Burri and his perforations, 
Giinther Uecker and his nails driven into the painting’s surface, Mimmo Rotella and 
his layers of torn posters, or Gustav Metzger and his acid paintings that destroyed 
themselves as quickly as he could paint them—Klein employed destruction in 

order to annihilate the damaging potential of society and to replace it with a con- 
structive future. 
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PAINTING IN THE AIR Figure 21 

[Here Lies Space], 1960, at his 

In 1960, Klein created Ci-git I'Espace [Here Lies Space] (page 209). It is an aroma bent te 
ee Fr ‘ remiere, Paris, c. 

unusual work, as it is a “monogold” meant to be installed flat on the floor, or rather, Photo by Shunk-Kender. © 2010 

as if it is floating some inches above the ground, an illusion instilled by placing oo ioe Se ere ae 
A 4 “ A or , vars. oto oy 

some simple blocks under it. The piece sums up much of Klein’s oeuvre; all the Lichtenstein Foundation 
colors are there: a gold background with a blue sponge relief wreath and artificial 

pink flowers attached. Later, Klein had himself photographed by Harry Shunk 
lying underneath the object, which acts as a monument or tomb for the artist (who 

would die a mere two years later) and places him in the role of the force creating 

levitation, the means of making a static work turn into a gold magic carpet for 

transporting the viewer to cosmic elsewheres (figure 21). Unlike conventional 

tombs, this one, at least for Klein, intimates that death does not hold a terrifying 

darkness but rather a sense of light and the passage into a blue immaterial world 

through the alchemical properties of gold. The piece suggests escape and free- 
dom—death as a means of liberation. 

In this work and others, Klein introduced a kind of “lightness” to art at a time 

when culture in general was hung-over with the heaviness and existential drama 

of a world war, the Holocaust, and the inception of the atomic era. This heaviness 

was not confined to Europe; in America, artists also tended toward weightiness, 

the high-handedness of the American New York School insisting on wrestling 

with the White Whale of personal dramas, with the artist’s psychology made into 

a painted image unlike any other and infused with the overtones of Kabbalah 
or biblical seriousness. When we review Klein’s output—his interest in small pastel 

monochromes, his reproduction of paintings that never existed, the ultramarine 

blue pigment gently rolled onto the surface of a panel and hung floating out from 
the wall, his creation of empty space infused with his aura, his capturing of blue 
rain, his invention of air architecture, his desire to blur the role of the artist with 

that of the conductor or magician, or his leap into the void, we encounter a differ- 
ent kind of art, one, as Italo Calvino might define it, of “lightness” over weightiness. 
As Calvino put it: 

Were | to choose an auspicious image for the new millennium, | would choose 

that one: the sudden agile leap of the poet-philosopher who raises himself 

above the weight of the world, showing that with all his gravity he has the 

secret of lightness, and that what many consider to be the vitality of the 

time—noisy, aggressive, revving and roaring—belongs to the realm of death, 

like a cemetery for rusty old cars.°? 

The irony of Klein’s use of the monochrome is that rather than requiring less of the 
viewer, it requires more. The monochrome invites the viewer to first concentrate 

on his or her optical perceptions to a heightened degree not necessitated by repre- 
sentational painting. Klein’s shift to perceptual effects, and opening up of painting 
to include the world around it, clearly paved the way for later artists who would 

carry these experiments even further. Calvino’s “lightness” became, in the hands 

of many of them, light itself—Klein’s desire for weightlessness being transformed 

into a physical sense of buoyancy within immersive environments. Among these 

torchbearers were the so-called Light and Space artists out in the American West, 

like Doug Wheeler, Robert Irwin, Maria Nordman, and James Turrell, who were 

particularly inspired by a philosophy of perceptual phenomena, and lannis Xenakis 
with his Polytope light and music installations. More recent artists such as Olafur 

Eliasson and Doug Aitken continue to reject conventional painting for works that 
engulf the viewer and offer altered states of perception. All of these artists, often 
relying on monochromatic color created not by pigment but by light, embraced 
Klein's interests in expanding the concept of painting to include installation, archi- 
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tecture, and the alteration of normal perception. Like Klein’s Le vide, these voyages 

require the spectator to embrace seeing in a new way, One that heightens all the 

senses and sharpens the visual aspects of the mind, leading it to perceive the world 

in new ways. 

We can only think of Klein like some strange object himself that came, only for 
a short time, from the heavens to open our eyes and minds. One of his last works 

was a model for a pneumatic rocket (page 261), a missile driven by air that would 

leave the earth never to return. If we can mentally hop on board Klein’s Leonardo- 

like invention for only a moment, perhaps we can travel with him back in time to 

the site where it all began, on the beach in Nice in 1947, joining Klein as he signs 

the sky and creates his first artwork. It is as if this artist, this magician, came to 

fruition all at once—as if he fell off his own rocket from the future and plunged to 

earth, dropping like a philosopher's stone in the midst of his sympathetic com- 

panions, filled with stories of worlds beyond our sight. Like an object in an H. P. 
Lovecraft story, he was “nothing of this earth, but a piece of the great outside; and 
as such endowed with outside properties and obedient to outside laws.”*’ 

* 

So was Klein a painter or not? His desire was always total freedom, freedom from 

the material world, and freedom from the conventions of art-making. Through color 

he had “a feeling of complete identification with space” and was “truly free.”°* He 

was, after all, the self-proclaimed “painter of space.”®’ 
His was no less than an adventure intended to change the rules of painting, 

to move it to another place, to open up new possibilities for future generations of 

artists. Klein was indeed a painter, but an involuntary one, one who out of neces- 

sity embraced this old-fashioned approach to art-making, not so much to subvert 

it as to expand it. His monochromes offered merely a glimpse of a fragment of a 
blue infinity while his monotone symphony, through the abstraction of music, made 
tangible a small piece of time stretching into the past and future simultaneously. 

Klein did not choose to be a painter; rather, he painted because he needed to 
create an earthly element for us to behold in the hope that these poor substitutes 

for the immaterial sensibility, these conventional objects, would, under the right cir- 

cumstances, transport us beyond their material states. The only way to accomplish 
Klein’s mission was to be a painter. As Klein ultimately admitted, one “does not 

become a painter; one suddenly discovers that one has always been one!”®° 
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EARTH, WIND, AND FIRE 
OR TO OVERCOME 

THE PARADOX OF YVES KLEIN, 
THE MOLECULAR CHILD 

WHO WROTE TO 
FIDEL CASTRO ON HIS WAY 
TO DISNEYLAND 
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IN ALL THE ARTS THERE IS A PHYSICAL COMPONENT WHICH CAN 

NO LONGER BE CONSIDERED OR TREATED AS IT USED TO BE, 

WHICH CANNOT REMAIN UNAFFECTED BY OUR MODERN KNOWLEDGE 

AND POWER. FOR THE LAST TWENTY YEARS NEITHER MATTER NOR 

SPACE NOR TIME HAS BEEN WHAT IT WAS FROM TIME IMMEMORIAL. 

WE MUST EXPECT GREAT INNOVATIONS TO TRANSFORM THE 

ENTIRE TECHNIQUE OF THE ARTS, THEREBY AFFECTING ARTISTIC 

INVENTION ITSELF AND PERHAPS EVEN BRINGING ABOUT AN AMAZING 

CHANGE IN OUR VERY NOTION OF ART. —PAUL VALERY! 

There might be a paradox implicit in trying to organize a retrospective of the work 

of Yves Klein, an artist who claimed that his paintings and sculpture were merely 

“the ‘ashes’ of [his] art.”? On the surface, however, it makes perfect sense. All the 

elements to create a successful exhibition are crystallized around the personality of 
an artist who burnt the candle at both ends and left an impressive body of innova- 

tive, influential artworks—a myth almost too messianic, and who, like fellow artists 

Piero Manzoni, Blinky Palermo, and Pino Pascali, had a career too short and a 

life lived too fast. Seven years dedicated to artistic production, and then Yves Klein 
was gone. Barely older than Jesus when he died, Klein’s imprint on the creative 

landscape of the second half of the last century is as deep as that of a stigmata. 
It is still felt, but we do not fully comprehend why, or we take this mark for granted, 

belief in the myth perhaps overwhelming critical analysis. With Klein, one risks 

elevating devotion to the relics of his life and mystique over his aesthetic project. 

Yet the myth, although almost too perfect, is deserved. Seven years of 
commitment to nonstop production of ideas, projects, and artworks, enough to fill 

the lives and careers of numerous artists. One question recurs concerning artists 
like Klein who disappear too early: what would they have gone on to create if they 
had not faded prematurely? Or is the real question, did they evaporate because 
their contribution was complete? For Yves Klein, perhaps the time was not right, 
perhaps society was not prepared for the next step, for his artistic concepts and 
their implications for the art world and culture at large. Klein did, after all, attempt 
to overcome the problematics of art. He considered the artworks he made, which 

| refer to as relics, to be the ashes of his true artistic project. Brilliant ashes. 
Beautiful debris, which we cannot help but revere, as he gave them the attributes 

of icons, as with the monogolds, or his votive offering dedicated to Saint Rita, the 

patron saint of lost causes (page 217). 
What is the nature of the paradox that might inhabit every Klein exhibition? 

It is the very notion of an exhibition as an experience constrained in space and time 
and articulated around a series of objects. Therefore, Kerry Brougher and | had 
to face this conflict when approaching this retrospective, and | would like to share 
a bit about the methodology. This project began for me in 2003 in Yves Klein’s 

apartment on rue Campagne-Premieére in Paris, a location where Klein produced 

numerous works and where many of his friends, including Arman, Martial Raysse, 

Raymond Hains, and Pierre Restany gathered around what became the amorphous 
movement known as Nouveau Réalisme [New Realism]. 

At the time, | was researching a potential acquisition for the Walker Art 

Center. The work in question was one of Klein's Anthropometry paintings, Suaire 

de Mondo Cane [Mondo Cane Shroud], 1961 (page 167). This piece, one of the 
rare Anthropometries executed on gauze, was conceived under specific circum- 

stances and could almost be interpreted as the shroud of the artist himself. In 

1961, Director Gualtiero Jacopetti proposed to include Yves Klein in his movie 

Mondo Cane. Klein consequently made an Anthropometry on two layers of translu- 

cent gauze so that the camera could record through the fabric and from behind the 
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bodies, the “living brushes,” imprinting themselves onto the canvas. The resulting 

film, which can be considered the first global exploitation movie, rather than treat- 

ing seriously Klein’s process, was instead disrespectful of the integrity of the artist 
and his work. The virtue of the film, nevertheless, was to place emphasis on Klein's 

relationship to the action and the process of making a moving image. 

Looking closely at the painting that later entered the Walker Art Center col- 

lection and comparing it with the film itself, | noticed some discrepancies between 
what was on the canvas and what ended up on the screen. Slight discrepancies, 
but discrepancies still. When questioned about it, Rotraut Klein-Moquay, the art- 
ist’s widow, recalled that before even going in front of the camera, Klein rehearsed 

with the models.’ Suaire de Mondo Cane was the object produced during this 

rehearsal; the location of the painting created in the film is not known. Comparing 

this preliminary painting and the film reaffirmed how deliberate Klein was and how 
far removed his process was from the impulsive instinct of Abstract Expressionism, 

abstraction gestuelle, and Ecole de Paris. Klein’s awareness of the camera, of the 

moving image, is striking; it is as if the celluloid of the film appeared as an alterna- 

tive medium for his work, as if the translucent quality of the gauze was a surrogate 

for the transparent nature of the film negative. 

Suaire de Mondo Cane might be the ultimate Klein, not necessarily for the 

obvious reasons, but because, in many ways, it signals Klein's interest in and at- 

traction to what lies behind the art object, encompassing other disciplines, such 
as film, theater, music, and architecture. Moreover, this particular Anthropometry, 
in which the bodies are atomized by the transparency and porosity of the fabric, 
more than in other works from this series, emphasizes how far Klein was reaching, 

the intensity with which he sought to give a visual presence to a cosmic, spiritual 
body, to the immateriality of the aura, which neither photography nor film, nor an 

exhibition, could truly capture. Everything in Klein’s short career leads toward a 

nothingness that overlays and envelops his own conception of a wholeness in 
which everything is blue. Or in Paul Eluard’s words, “the earth is blue, like an or- 

ange.’ Klein’s gaze was cosmic and spiritual; his work touched upon evanescence; 

he strove to formulate an environment in which traces of his art, the vestiges of 

his own hand, would be superfluous. 

This specific Yves Klein, this molecular Klein, deeply interests me. This is an 

artist whom no exhibition, no attempt to bring order to the work, the persona 

of the artist, or his world through a rational and systematic analysis can truly repre- 

sent beyond merely displaying the objects left behind—the ashes of his art. 
As contradictory as it seems, it was necessary to me to treat Klein as a living 

artist before confronting the artworks. One cannot begin with the exegesis, but 

with the artist's voice, as if Klein did not die on June 6, 1962, just after he declared 

that he would only produce immaterial works from that point forward. As if, on that 

day, he himself became immaterial, atomized, everywhere, with everyone, one to 

one, always, forever, now, and then. In other words—still here. 

The task was to extract from hundreds of pages of writings, letters, musings, 
and theories, published and unpublished, something that can reposition how Klein 
is perceived. | am not sure whether he is actually the last step before performance 
art or the first step toward it; | am not sure whether the questions painter/not 

painter; proto-conceptual, proto-land art, proto-Pop, proto-artist as entrepreneur 
are relevant. Ava moment when museums are struggling to understand their 

relationship to the performative, to the ephemeral, to the object, Klein seems not 
only to have anticipated these questions, but also, more than that, to have disal- 
lowed spending time to answer them, as they seem regressive and constraining 

to the artist and to the work. The question is not so much should an institution 

acquire this work, this performance, this idea. The real question, if we have ambi- 
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tions to change the character and the structure of our institutions and the way they 
represent our times, is what is the nature of the transaction, symbolic or real, for 

objects, projects, knowledge? One of Klein’s legacies might be the recognition that 
not everything can be represented through an exhibition, not every artwork can be 

destined for the museum. 

Yves Klein was gifted, and he made a gift of his works. The economy of the gift 

was integral to his thinking and his transaction of the Zone de sensibilité picturale 

immatérielle [Zone of Immaterial Pictorial Sensibility] (pages 114-19). Yet, it must 

be asked, as he himself suggested, is it possible truly to acquire a work by Yves 

Klein? Clearly, at least in one sense of “acquisition,” it is possible for a museum or 

collector, public or private, to take possession of an object by Klein. Is it an artwork 
by Yves Klein or the ashes of a larger project? For are these paintings and sculp- 
tures that have entered art collections really works by Yves Klein? They are tangi- 
ble objects conceived and made by Klein, but perhaps they are not truly artworks. 
They could be the precursors that anticipate the real work, that which is the object 
of a gift. Klein's conceptual project rather than his aesthetic objects are available to 
everyone attentive enough to perceive them. What if Klein envisioned an art-mak- 
ing in which the art lay not in an object, but in a breathless, transitory experience— 

something that is always already gone? What if all the monochromes, the sponge 

reliefs, monogolds, Fire Paintings, and Anthropometries were just a significant yet 
preliminary draft for an art still to come? Just artifacts. Klein himself wrote, “my 

paintings are not my definitive works. They are the leftovers of a creative process.” 

What would be left? Earth, wind, and fire? 

Is it possible to write a different story of Klein's oeuvre that reverses the focus, 

locating his paintings and sculpture—the traditional, physical manifestations of his 

creative process—at the periphery? With Klein, one can identify a deliberate path 
toward the elimination of classical categories such as “painting” and “sculpture.” 

“Classical” for two reasons: by the nature of the media and because Klein always 
claimed he was a representational painter, and that, rather than being abstractions, 

as many perceived them, his monochromes were, in fact, true depictions of space.° 

In “Loi Originale du Sujet Connaissant” [The Original Law of Knowledge], he wrote 

the following: “Abstract, non-objective, non-figurative painting, call it what you 

want, is an action anti great Nature, a theft.”” He went even further when he wrote: 

“Abstract painting is the picturesque literature of pyschological states. It is impov- 
erished. | am delighted that | am not an abstract painter.”* In another text, 

he stipulated: “My monochrome propositions are landscapes of freedom.” 
In his essay “Les Grands Seigneurs et Proprietaires d’Aujourd’hui” [The Lords 

and Owners of Today], Klein declared, “my paintings are here, exist, like owner- 

ship titles.”'° The paintings are important but secondary. They serve as stand-ins 
for what Klein sought to embrace: space, void, and freedom. Klein argued that his 

monochromatic propositions picture this landscape of freedom: “For me, the art of 

painting is to produce, to create freedom in the first material state.”"' If you listen 

to Klein, and trust him, he is a realist of a new age liberated from the burden of 

materiality, of materialism. 

One could even argue provocatively that the monochrome paintings, blue 

or otherwise, do not have distinctive,.individuated aesthetic qualities, but are 

rela-tively interchangeable. One painting is not better than another. Blue is blue. 

A larger one might appear more blue than a smaller one, but even that differentia- 

tion could be argued. Would the artist agree that his monochromes offer limited 

aesthetic value? Certainly, this assessment would raise a stir in the art world, from 

institutions to the auction market, but one aspect of Klein’s “Blue Revolution” was 
to attempt to change the fiduciary and fetishistic structure of the art world. His 

intent was made clear at Galleria Apollinaire in Milan in 1957, when he assigned 
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different prices to a series of identical paintings. 

This defiance of the market economy was in keeping with the spirit of the time. 

Instances of other artists following similar strategies are plentiful; for example, 
in the 1960s, Edward Kienholz created a series of almost identical watercolors 

(figure 1), differentiated only by numbers painted in the center of the canvas—their 
price. Thus both Klein and Kienholz questioned a market-driven paradigm. Klein 

also sought to reinforce the equivalence principle of his paintings: one is not bet- 

ter or worse than the next. Furthermore, his serial method of production stressed 

not only that the works are all similar, but also represented the way in which Klein 

strove to remove his own subjectivity and individuality, renounce aesthetic inten- 
tions, and, perhaps, even authorship. 

Yet Klein, as groundbreaking and forward-looking as he may have been, was 

still the product of postwar France. His understanding of seriality, or the way it is 
embodied in his work, was mechanical. His process was not based on awareness 

of a culture saturated and dominated by images and products—the society that 
Andy Warhol sought to transcend when he embraced silkscreening in the early 
1960s (figure 2) around the time of Klein’s death. Klein still belonged to the era of 

the artist as an art worker, a period preceeding that of the artist as an entrepreneur 

delivering goods and services: Klein was pre-industrial; Warhol was post-industrial. 

One work, however, might contradict this statement—a work | consider one 

of Klein’s most important, and perhaps most radical, although certainly one of his 

lesser known and acknowledged creations. Yves Peintures [Yves Paintings] is a 
small booklet (pages 84-87) originally published in Madrid in November 1954. 

It is composed of sixteen sheets of unbound paper, printed on one side only, ten 
of them containing tipped-in sheets of found, colorful, commercially printed paper 
that are seemingly reproductions of monochromatic paintings (although these 
paintings never existed). Each monochrome is signed “Yves,” given a random di- 

mension, and titled with the name of a city in which Klein had lived. Every booklet 

is unique as the sequencing of colored “monochromes” varies in each. Following 
exhibition catalogue protocol, the publication begins with a preface, the text of 

which consists of three pages filled with horizontal black lines. The text was de- 

signed by Klein to parody a traditional introduction and ts signed by Klein’s friend, 

the poet Claude Pascal. 
Yves Peintures is both humorous and revolutionary. A mockery of catalogues 

and their prose, the work might also be a tongue-in-cheek statement about the 

impossibility of reproducing a work of art and its “aura,” in a post-Benjaminian 
way, as well as the simple impossibility of painting itself. It is also akin to Klein’s 

statement about his quest for the immaterial: “Regarding my attempt toward 
immateriality...it is impossible to provide you with a photograph” (figure 3). This 
booklet even defies the notion of authorship and copyright as its plates are found, 
ready-made colors—ready-made monochromes suggesting that the hand of the 
artist, Klein’s hand, is unnecessary. 

This discreet booklet may hold a notable place in the history of the twentieth 
century, after Matisse’s cutouts and Duchamp’s Readymades, and delineating what 
this work predates could just open the door to an entire reconsideration of Klein's 
legacy. The text “signed” by Claude Pascal paves the way for Marcel Broodthaers’ 

A Throw of the Dice Will Never Abolish Chance, published in 1969. Broodthaers’ 

work is a direct appropriation of the first edition of the French Symbolist poet 
Stéphane Mallarmé’s poem of the same name, published in 1914, but with all the 

words erased and substituted with black lines that correspond to the layout of 

Mallarmé’s poem. Pictorially, Yves Peintures anticipates generations of artists, from 
Ellsworth Kelly to Gerhardt Richter and Giulio Paolini, who found in industrial color 

charts the sources of the ultimate painting, of all possible paintings. 
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Figure 2 

Andy Warhol at the Silver 

Factory, 1966-67 
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Yves Peintures might very well be the beginning and the end of Klein as a 

painter. By so early on producing the impossible—non-reproductions of paintings 
that did not exist—and producing an image of paintings that defy the world of im- 

ages, he may have felt compelled to move backward in order to move forward and 

actually paint the monochromes that he brilliantly anticipated. With Yves Peintures, 

Klein might have gone too fast and too far, too early, for circumstances, postwar 

France, and the world at large not yet prepared to accept the ultimate conclusion 

of this booklet. 

But both Klein’s and Warhol's artistic practices encapsulate a quality of this 

removed production of works: the artist is the impetus, but the art object can 
be realized by anyone. Warhol embraced this consequence by establishing the 

Factory. Klein, although he may have been willing to consider a more detached 
method akin to that which Warhol developed and allow the works to proliferate 

beyond his direct, literal control, was also acutely aware of the artist's integral role. 

The deliberate ways in which Klein positioned and orchestrated his life, art, and 

the public’s encounters with his work, demonstrated his faith, and at times his 

humorous faith, in the importance of his position as an inspired genius. Neverthe- 

less, this does not minimize the ways in which he at once furthered the status of 

the painting as an object and, conversely, attempted to move away from it. 

In his writing, Klein articulated how crucial it was for him to remain at a 

distance from the artistic process. For example, for the Anthropometry paintings, 

Klein never applied paint directly to the canvas, but instead choreographed and is- 

sued instructions to the models, who served as “living brushes” covered with blue 

pigment (International Klein Blue); the movements of the models’ bodies, rather 

than Klein’s own hand, activated the canvas. Klein asserted that he refused to dirty 

his hands in the process, although photographs document that this is not actually 
the case. 

Klein conceived of his work beyond its physicality and as “une peinture post- 
vue” [post-visual painting]'?—works that function on a phenomenological level. 

Each of his canvases could be understood as a sliver of space made solid. There- 
fore, the space that truly interested Klein was not delimited by the canvas, but was, 

in fact, experiential space: “My paintings are ‘pictorial presence.’”'’ He was reach- 
ing beyond the painting itself, without necessarily, as Lucio Fontana did, physically 

altering or challenging the basic premises of the medium. Klein never wished, as 

Joan Miro did, to assassinate painting, which seemed to him an insufficient gesture 
or, even by this time, an outmoded concern. 

As his ambition transcended the traditional parameters of art, Klein’s experi- 

mentation reached beyond the medium of painting. He desired to inhabit space 
literally. His body, as well as that of the viewer, was the center of his cogito, his 

knowledge. The body for Klein was a permanent condition for the experience of 
sensory space, an essential manifestation of one’s perceptual openness to the 
world. As he himself did, he intended for his paintings to leap into space, into the 
void. Klein established a principle of equivalence between space and the world: 
“..in my paintings | succeeded in suppressing the space that exists in front of 
the painting, meaning that the painting's presence is invading the space of the 
audience itself.”!* Klein's conception of his art—perhaps more than the art it- 

self—anticipated and eventually influenced artists such as James Turrell, who have 

made space, the experience of it, and its condition of perception the core of their 
aesthetic investigations. As the Italian collector Count Giuseppe Panza di Biumo 

recalled after visiting Turrell: “There was no object, nothing but a relationship to 

the sky.”"’ This observation evokes a parallel with a small photograph taken by 

Klein of Le ciel au-dessus de Nice [The Sky Above Nice] (page 19), which depicts, 
as the title suggests, the sky above Nice. With this image, which actually seems to 
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contradict the artist's handwritten statement that “in regard to my attempt at the 

immaterial...[it is] impossible to give you a photograph”"® (figure 3), Klein antici- 

pated the notion of an art, and eventually a life, emancipated from objecthood. 
He attempted to capture not only space but also the nature of perception. It is not 
a nihilistic pursuit, but an attempt to move beyond the pictorial to engage with a 

purely aesthetic, transcendent experience. 

Glee ah es ; 
; ~~ Se 

ge 1 MOE Cea 

i; 

Klein's attraction to spirituality and mysticism is evidenced in his affiliation 
with Rosicrucian theories and the Order of the Knights of Saint Sebastian, and 

his faith in Saint Rita, to whom he dedicated a marvelous votive offering. But one 

also wonders whether Klein was not more attracted to the rituals, to the theater 

entrenched within the rituals, than to the religious belief systems themselves. 

In French, spirituel, which translates into English as spiritual, can signify either 

involvement with religion and mysticism or being humorous. Klein might just have 

been both. 

As with spirituality, in his painting, Klein was trapped between being the most 
avant-garde artist of his time and having a residual reluctance to reject tradition. 

He did not entirely give up painting—but almost. According to Klein, perception 

goes beyond the tangible world, beyond visual discernment. Perception is being 
in the world; it is a continuous process that integrates all the senses, the physical 
as well as the social body. A good example of this tension is the artist's project 
Les Cing Salles [The Five Rooms]. The project, which was never realized, was 

published in his edition of Dimanche, a faux newspaper that Klein had printed and 
distributed in Paris on November 27, 1960. In it, Klein observed: 

The link between spirit and matter is energy. The combined mechanism of 

these three elements generates our tangible world, which is claimed to be 

real but is in fact ephemeral. It is for this reason that for such a long time 

theater has been spectacle, and we shall emerge from this disaster only if we 

decide to disregard energy. It is at that moment that extraordinary and extra- 

dimensional illumination will be accomplished and that one will be directly 

within spirit and matter, without any intermediaries!'’ 

Klein went on to describe a theatrical installation composed of five rooms. The 
first would hold nine monochromatic International Klein Blue paintings of identical 

format; the second would be an empty, immaculately white room; the third would 

house nine monogolds identical in size to the blue monochromes; the fourth room 

would be empty and dark, almost black; and the fifth would accommodate nine 

monopink paintings, identical in size to the blue and gold canvases. The artist then 

described a scenario in which the audience would be invited to wander through the 

rooms, dragging balls chained to their ankles. 

EARTH, WIND, AND FIRE... 

Figure 3 
Yves Klein, “Quand a ma 

tentative de I’immatériel... 
impossible de vous donner une 
photographie.” 
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Figure 4 

Mark Rothko, interior of the 

Rothko Chapel, Houston, Texas 
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Figure 5 

Andy Warhol 

Shadows, 1978-79 

Installation view at Dia:Beacon, 

New York (i 

Collection Dia Art Foundation 
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It seems clear that the purpose of the paintings in this environment is not 

aesthetic delectation or contemplation. Any aesthetic element seems to be pulled 

between two poles: the contemplative quality of Mark Rothko’s Chapel, 1964-71 
(figure 4), and Warhol’s Shadows, 1978-79 (figure 5), which Warhol himself 
qualified as décor or disco Rothko.'® The paintings serve as an ambient element 
to impregnate the viewer with sensibility. Klein intended for viewers, whom he 

referred to as /ecteurs [readers], to be soaked, saturated with “raw matter.” 

In his essay “La Sensibilité c’est de |’Enthousiasme Pur” [Sensibility is Pure 

Enthusiasm], Klein predicted: 

..mankind will allow itself to be soaked in raw matter, “sensibility of space” 

and will then impregnate his sensibility thus space-conditioned, a new human 

vehicle, with a new immaterial meaning of our body that would have been 

by then discovered and scientifically studied and will travel in immeasurable 

space, not by going through it, but by inhabiting it. The new aristocracy will 

then be composed of humans with strong and pure sensibilities, able to dis- 

solve themselves in the infinite.'’ 

Writing in the late 1950s and early 1960s, Klein and his vision were perceived 

as an aberration. He envisaged a nonmaterial world, not necessarily informed by 

Marxist theory and what would be later developed as the dematerialization of 

the art object, because he understood intuitively the limits of our traditional 
system of artistic representation. Did he succeed in freeing himself from these 

modes? Yes and no. As adamantly as he sought to render his artwork immaterial, 

to a certain extent objects remained a necessary component to demonstrate 
his ideas. It was as if Klein were reluctant to meditate without providing traces of 

his thought process. 

Klein expanded beyond painting rather than suppressing it, and his conception 
of sculpture was dependent upon his desire to make solid immaterial sensibility. 
Klein's folding screen (page 127) allowed color to wrap around the /ecteurs. The’ 

pink and blue rain (page 133), which hang suspended in the middle of the room as 

if to saturate their surroundings with an element that signifies and defines space, 

share the same experiential underpinnings. Colors, and specifically his own Inter- 
‘national Klein Blue, held symbolic value for Klein. Blue was the hue and form of his 

understanding of nothingness, of the pure immaterial sensibility that radiated from 

his paintings and sculptures. 
In his plan for the installation of Bas-Reliefs dans une forét d’éponges [Bas- 

Reliefs in a Forest of Sponges] from 1959 (page 144), the space was saturated 
with canvases and sponges. The sponges were positioned as the /ecteurs, the ideal 

viewers, and, due to their own materiality, they stood for “beings soaked in blue 
pigment,”*° awash in blue immaterial sensibility to the core of their own being. If 

Klein's International Klein Blue was the tangible manifestation of immaterial space 

and sensibility, the impregnated sponges were therefore one with space. The 
sponges represent the viewer, not just in front of the paintings, but in the middle of 

the space—at one with the space. Symbolically and pragmatically, the artist chose 

sponges because they absorb. They can be transfigured. 
In his essay “Transfiguration,” Klein described this process: 

To transfigure oneself means thinking at every instant about the essence 

of purity; breathing does the rest; meaning in and on the physical body; it 

distributes a new life which is imprinted on every single atom and which 

reconstitutes all the infinitesimal particles of the ordinary physical body into a 

transfigured body.’ 
This notion goes back to what the artist called the “new aristocracy of humans 
who would be able to dissolve themselves in the infinite. It is easy to see why Klein 
was often labeled a messianic mystic, but this characterization might be a sim- 
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plistic way of avoiding the true import of his ideas or an opportunity to dismiss his 

statements as regressive and delusional. In many ways, the immaterial world that 

Klein perceived and sought to convey does not seem so absurd today, in a time 
when wireless communication allows us to be, in some sense, present everywhere, 

with everyone, all the time. 

This atomized body is truly at the center of Klein’s work: the first Anthropome- 
try (IKB Godet, 1958, page 134) represents the artist's initial use of “living brush- 

es,” although in this instance, the models’ painted bodies rubbed on the canvas 

produced a monochrome painting rather than the distinct imprints of bodily form 
that would come to be so recognizable as Anthropometries; Suaire de Mondo 

Cane, with its ghostly, translucent medium, shows the bodies being invaded by 

space. Hiroshima, 1961 (pages 168-69), dramatically illustrates humans atomi- 
cally dissolved into the infinite. Hardly a political statement about the bomb, 

Hiroshima is not Klein’s Guernica?’; the painting reveals that the “Blue Revolution” 

was scientifically possible. Klein’s revolt would not happen in blood, but in blue. 

He envisaged atomizing the body with perceptive sensibility and space rather than 

with deadly radioactivity. 

Similarly, Klein’s Le Saut dans le vide [Leap into the Void], 1960 (pages 

194-95), has less to do with the history of performance art as we know it than 

with a conviction that he could levitate, that his body could truly enter space. This 

gesture, symbolic or not, was not about leaping across the disciplines and challeng- 

ing the limits of sculpture through the use of the body and its own limits, but was 

focused on creating a powerful, genuine out-of-body experience. 
In an insightful review of B. W. Joseph's book Beyond the Dream Syndicate,”* 

Jason Smith discussed the concepts of the “molecular child” and the “molecular 

interval.” These two ideas are fascinating when considered in relation to Klein. 

“Molecular child” is borrowed from Gilles Deleuze’s writing about Dziga Vertov 

and Man with a Movie Camera in Cinema |: The Movement-Image; Deleuze de- 

scribed a constellation of micro perceptions that give birth to the “molecular child,” 

or the new communist man: 

It is not that Vertov considered beings to be machines, but rather machines 

which had a ‘heart’ and which ‘revolved, trembled, jolted about and threw out 

flashes of lightning,’ as man could also do, using other movements and under 

other conditions, but always in interaction with each other. What Vertov dis- 

covered in contemporary life was the molecular child...the material child, as 

much as systems which are called mechanisms or machines.””’ 

Ultimately, Klein's “Blue Revolution” was not exclusively an aesthetic one, but a 

social one. Yet it needed to start with the object and aesthetics in order to model 

his long-term ambition toward a new or at least different society. 

The notion of “molecular interval” is borrowed from Carlos Castaneda’s book 

The Teachings of Don Juan: A Yaqui Way to Knowledge,”® in which the author de- 

scribed how the absorption of peyote, monitored by a shaman (Don Juan), led him 
to have an out-of-body experience. Ultimately, Castaneda was learning about the 
act of perceiving energy directly as it flows in the universe; such a perception, or 

what he called a “dark sea of awareness,””’ is the culminating pinnacle of shaman- 

ism. What Castaneda experienced was the potential for human beings to transcend 

everything that is known. The shaman’s quest, therefore, is to reach a level of pure 

energy and become an inorganic being. This journey is a cognitive revolt, striv- 
ing toward complete freedom. Klein may not have been a shaman, or perhaps he 
was (as the Italian artist Alighiero e Boetti was once labeled) both a shaman and 

a showman,”® but his “Blue Revolution,” his blue sea of awareness, was transcen- 

dence leading toward the true realization of immaterial being. 

Did Klein succeed in freeing himself from artistic and social conventions? 
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| would argue yes, for his most radical achievements lie not at the center of his Figure 6 

i ; : . Yves Klei ting hi 
creative endeavor, but at the periphery. Through his performances, actions, the- ves Klein presenting his 

statement on immaterial 

ater, music, film, and architectural works, Klein did free himself, by envisioning a presence at the Hessenhuis, 
é Antwerp, June 1959 

utopian world. : 
His self-liberation from artistic conventions was made apparent in his essay 

“Le vide m‘appartient” [The Void Belongs to Me], in which he stated: “... from now 

on | do not wish to say anything anymore, | do not wish to do anything anymore, 
not even go to the exhibitions | am invited to participate in and | insist my name 

not be mentioned in catalogues.””? And in 1959, for an exhibition in Antwerp with 

Robert Breer, Pol Bury, Heinz Mack, Enzo Mari, Bruno Munari, Mecker, Dieter Rot, 

Jesus Raphael Soto, Daniel Spoerri, and Jean Tinguely, Klein did not contribute 

any artworks per se, but merely attended the opening and announced a statement 

he borrowed from Gaston Bachelard: “First there is nothing, then there is a deep 

nothing; then there is a blue depth.””° In so doing, he signified that his presence 

was enough; simply by being there he had altered the nature of the space with his 

immaterial senibility. No traditional art object was necessary any longer. 

Klein's most spectacular statement, though, remains his presentation of the 
void at Galerie Iris Clert the previous year. Titled La Spécialisation de la sensibilité 

a |’état de matiere premiere en sensibilité picturale stabilisée [The Specialization 

of Sensibility in the Raw Material State of Stabilized Pictorial Sensibility], the exhi- 
bition, which came to be known as Le vide [The Void] (pages 109-12), comprised 

an empty white gallery filled with the artist's sensibility. Klein’s void, if it is even 

accurate in his case to refer to it as a void—an obscene, absolute emptiness—is 

grounded more in an Eastern understanding of presence and absence. The artist 

lived in Japan from 1952 to 1954 and was certainly familiar with Zen Buddhism’s 

conception of nothingness: an absence that still retains the holistic fullness of 

potential and absolute awareness. Klein's sense of the immaterial is therefore 

less appropriately part of art history’s dematerialization of the art object, as Lucy 

Lippard has theorized,’' than it is part of a broader, more global history of art and 

ideas beyond a Western modernist tradition. 

However, Klein’s work does continue to be tied to this Western tradition in 

the sense that he remained essential as artist/author. He did not kill the author, as 
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Roland Barthes would do. Therefore, one must ask if it would even be possible to 

re-install Le vide for an Yves Klein exhibition. | believe it would be impossible, as 

Klein, the artist, would need to be present in the room to fill it with his immaterial 

sensibility, to install the state of absolute awareness—an absolute awareness that 

the walls of the gallery could not contain but could retain. Klein’s conception of art, 

of his painting and performance, as well as immaterial sensibility, defied language 

as much as it challenged the conventions of the traditional exhibition. The most 

accurate articulation of Klein’s creative process and intentions might be the French 

poet Charles Estienne’s cris bleus [blue cries]. 

When Klein asked Estienne to produce cris bleus in 1957, he was certainly 

aware of the experimentation of Francois Dufréne and his Crirythmes, a form of 

sound poetry that defies the implicit structure and rules of verbal communication. 

Klein was also aware of Antonin Artaud’s theatrical defiance of the status quo, as 
when Artaud recorded Conférence de la Sorbonne in 1933, and of the power of 

the poet's voice in Pour en finir avec le jugement de Dieu [To Have Done with the 

Judgment of God], in which Artaud cries, screams, grunts, and uses onomatopoeia 

as his means of utterance. Produced for French National Radio in 1947, Artaud’s 

performance was immediately censured in 1948. 

Klein’s work resonates with Artaud’s defiance of the complacency of conven- 

tional theater; Klein’s 1959 text “Le dépassement de la problématique de l'art” 

[Overcoming the Problematics of Art], might have been his way of echoing 

Artaud’s voice. In Le Théatre et son double [The Theatre and Its Double], 1938, 

and, in particular, the essay “The Theater of Cruelty,” published in this volume, 

Artaud exposed theater to multiple modes of expression and scenic elements, 
including sound, color, screams, and movements, in order to bring the audience 

fully into the action, to be physically affected by it-changes he deemed necessary 

to empower theater to remain relevant beyond the mere spectacle. 

In “Theater of the Void,” published in Dimanche”’ (pages 78-81), Klein out- 

lined his own theory, in which he emphasized that theater could no longer be syn- 
onymous with representation or spectacle. Klein’s theater was a spectacle enacted 

without actors, without stage design, without a stage, without an author, without 

an audience. The theater of the future was, for Klein, an empty room: the theater 

of the void. The only time that truly matters is the time of the theater experience; 

the only character of import is the spectator. The theater is its own reality, as the 

monochromes are their own reality. Klein believed that in the history of dramatic 

experimentation, only Artaud sensed the coming of what he was proposing. 

In Dimanche, nevertheless, the artist went on to outline a series of theater 

projects ranging from hiring passersby as actors but not asking them to do anything 
besides just sit, unnoticed, amidst the crowd while the audience was in the theater. 

The theater would be closed the night of the “premiere.” 
Another project, Sensibilité pure [Pure Sensibility], consisted of chaining spec- 

tators to their chairs and eventually gagging them during the presentation as a se- 
curity measure. The curtain would rise with an acoustic “monotonous inundation.” 

The stage, white, with curved corners, would remain empty. Then beautiful girls, 
nude or in bikinis, would mingle with the male spectators while handsome, naked 

men would attend the female audience members. After the first half hour, the 

fizzing sound would fade. Another half hour would pass in absolute silence, during 

which the spectators would stare at the empty stage. Then the curtain would lower 
and the audience would be freed. 

Before the proposed stage experimentations outlined in Dimanche, Klein had 
in 1954 also completed a series of monochromatic watercolors,. Monochromes 

jaune, rouge, et vert (scene de théatre) [Yellow, Red, and Green Monochromes 

(Theater Scene)| (page 72) and Monochrome rouge (scéne de théatre) [Red 
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Monochrome (Theater Scene)| (page 73), which were to be installed on theater 

stages rather than on walls, disrupting the conventions of both exhibitions and 

theater, suggesting that painting and artists have fallen in the realm of spectacle 
and entertainment; thus Klein anticipated Guy Debord's La Société du Spectacle 

[The Society of Spectacle], 1967, by thirteen years. 

In many ways, Klein’s conception of theater as the location of social order was 

akin to the German playwright Bertolt Brecht’s. Klein used the stage to blur the 

lines between public and private, spectator and author, contemplative passivity and 

active engagement. For both Brecht and Klein, theater had very little to do with 

spectacle or with institutions where one can witness rows upon rows of people 
“transported” in a largely inert state, victims of their own emotions. Klein strove to 

abolish the traditional notion of stage, and, therefore, anticipated the experimen- 

tal performance art that flourished in the 1960s and 1970s. It is difficult not to 

recall the premeditated absurdity of Fluxus performances under the oversight of 
George Maciunas or Ben Vautier: trapping audiences inside or outside of a theater; 

transporting the spectators in a bus deep into a forest. It is also difficult to look 
at Klein’s scénes de théatre without thinking about the infamous “frustrating hap- 
pening””’ staged by the collective Buren Mosset Parmentier Toroni (BMPT) in the 
auditorium of the Musée des Art Décoratifs in Paris on June 2, 1967. After inviting 

the audience to a happening, the four artists left the attendees facing four canvases 

displayed on the stage. This disavowal of what it meant to engage with art, as well 
as the established rituals associated with art salons, exhibitions, openings, and 

socializing, as well as the mores attached to theatrical performances, resonates 

with Klein’s attempts to antagonize and evade artistic and societal conventions 
throughout the seven years of his creative production. 

While Klein first conceived of his Symphonie Monoton-Silence |[Monotone- 
Silence Symphony] in 1947, he did not actually transcribe the piece, which consists 

of one note sustained by the orchestra for twenty minutes followed by twenty 
minutes of silence, until 1961. Despite coming from vastly different backgrounds, 

Klein and the American composer John Cage (1912-92) both opened many doors 
musically and philosophically, offering a radical re-envisioning of music and the 

experience of listening. For Cage, silence was about the desire to replace mastery, 

to let go of the control embedded in verbal or musical communication in favor of an 

open-ended play of ideas. His silence was a form of resistance, and his 1950 essay 

“Lecture on Nothing” might find some commonality with Klein's “Theater of the 

Void.” Cage’s silence opposed the status quo of dominant culture, as did Klein's 
symphony and his monochromes. 

Cage’s most groundbreaking and provocative legacy is the belief, implicit in 

his work, that music cannot be separated from other sound; it is a continuous pres- 

ence in our environment, and it is listening and perception that are intermittent. 

Art is everywhere, and it is up to us to capture it. While working on his film One, 
1992, an abstract meditation on light and shadow, Cage declared: “I look forward 

to the pleasure of seeing a film that does not have a plot, doesn’t have characters, 

which has, so to speak, nothing.”** This notion is not far from Klein's ideas about 

painting with no narrative, theater with no plot, music with no melodic progression. 

Klein’s Symphonie Monoton-Silence also holds a place in the history of avant- 
garde minimal music, which later included, among others, the Theater of Eternal 

Music, a mid-1960s musical collective formed by La Monte Young, which included 

John Cale, Angus MacLise, Terry Jennings, Marian Zazeela, Tony Conrad, and 

Billy Name. This group focused on experimental drone music and the sensory 

saturation of uniformity, and was stylistically linked to the neo-Dada concepts and 

aesthetics of Fluxus and John Cage’s oeuvre. Theater of Eternal Music experiment- 

ed with an aesthetic immersion in constant sound, sustaining one note for hours, 
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allowing musician and audience to reach a state of transcendence induced by pure 
resonance. In Klein’s Symphonie Monoton-Silence, time no longer flows, it no lon- 

ger accomplishes anything; the moment defies the notion of continuity. 

Envisioning performance outside the confines of traditional spectacle, Klein 
conceived of a project called Capture du vide [Capture of the Void],”’ for which 
an entire city or country would serve as the stage. At a designated hour, the popu- 
lation would be invited to return home, and the outside world would be left empty, 

void, silenced for two hours—but not necessarily silent, just devoid of human 
noises, thus naturally incorporating ambient urban and natural sounds into the 
project. After two hours, Klein proposed that he would be thrown alone into this 
vacant world, thereby being made aware of an environment free of people. The 
artist’s experience would then serve as a measure of the absence of human pres- 
ence, addressing directly the deep impact people have on the world and on nature. 
Klein’s scenario is echoed by writer Alan Weisman’s recently published book 
The World Without Us,’? a study of humanity's effect on the environment and the 

planet, which ultimately explores a world free of the burden of human civilization. 
Klein's interest in this subject is underscored in his unpublished essay “Naturomé- 
trie” [Naturometry],’” and another controversially titled “Je raserai tout a la surface 
de la terre” [| Will Raze Everything at the Surface of the Earth].”* The artist needed 
to appropriate the world to accomplish his ambition and “Blue Revolution.” Klein’s 
aesthetic program, which could not be contained by galleries or theaters, could be 

viewed as a global, environmental one, and his conception of immaterial sensibility, 

if applied to the world around us, could be brought to bear on one of the most cru- 
cial debates of our time: the environmental crisis and humanity's impact on nature. 

Extending his explorations to the planetary level in his Cosmogonies series, 
he focused on earth and its elements. By capturing wind and rain on a canvas tied 
to the roof of his car, by painting a globe, by casting planetary reliefs, Klein filled 
the universe with sensibility, beyond the confines and expectations of what had 
long been considered the art object (pages 153-59). In 1961, Italian artist Piero 

Manzoni created Socle du Monde [Base of the World] (figure 7), a large square 
pedestal on which is inscribed, upside down, the work’s title. That same year, in 

the same way that Klein had signed the sky in Nice in 1947, Manzoni signed “hu- 

man sculptures,” thereby transforming the people of the earth and, by extension, 
the entire world into a sculpture. Every aspect, each nook and each worm, human 

and nonhuman, was, from that point on, a Manzoni sculpture. 
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Yet Klein’s Cosmogonies are slightly different. Manzoni, as radical as his ges- 

ture was, remained within the framework of art. Klein’s vision extended beyond. He 
did not seek to turn the whole world into art with works such as his Cosmogonies. 
It was about embracing perception in the spirit of John Cage, a continuous, time- 

less awareness of and engagement with pure sensibility, liberated from materi- 

ality—a pure aesthetic experience of the world. It was an experience that would 
lead Klein toward the most complex aspects of his work: his research dedicated 

to architecture de I’air [air architecture], urban design, and social renewal. Earth, 

wind (or air), and fire were the primary materials of his architectural explorations, 

illustrated by hundreds of sketches and plans, articulated in many essays, reaching 

beyond classical architecture to involve movement, from sketches and a model for 

a self-propelled pneumatic rocket, to aeromagnetic sculptures and self-levitating 

tubes (developed with Jean Tinguely), which, using the passage of air and hydro- 

gen, would levitate, defying gravity, resolving the problem of sculpture requiring 

a pedestal or support, and could possibly be applied to architecture (pages 
252—53 and 260-61).”? For several years, with architects Werner Ruhnau and 

Claude Parent and designer Roger Tallon, the artist investigated the possibilities of 

immaterial architecture, such as roofs and walls made of air, which would regulate 

the temperature, and, at the same time, protect interiors, as well as designs for 

creating public plazas organized around fountains of fire and water (pages 230-31 

and 235). 

In 1969, architecture critic Reyner Banham wrote a revolutionary essay titled 

“The Architecture of the Well-Tempered Environment” in which he articulated the 

importance for architecture in reconciling human needs, environmental matters, 

and technological progress. He stressed the importance of environmental engi- 
neering in architecture and design and strongly advocated for the strategic use of 
natural energy, such as solar power, when planning a building. His concern beyond 

human comfort demonstrated a sense of civic responsibility at a time of growing 
anxiety about the depletion of Earth’s energy resources and the pollution of the 
biosphere. His research was not motivated by the utopian vision of Klein, but per- 

haps only because Klein belonged to another time when energy and environment 
were not yet recognized to be in crisis. Yet Klein somehow anticipated a discourse 

that is now central to our culture. Living with no traces, leaving no traces, no car- 

bon footprint. 

Klein was extremely committed to air architecture and, according to his lecture 

at the Sorbonne on June 3, 1959, titled “U’evolution de I’art vers |’immatérial” 

[The Evolution of Art Toward the Immaterial],*° it was the pinnacle of his aesthetic 
investigation. He even corresponded with architect Philip Johnson, who collected 

Klein’s artwork, comparing their ideas and architectural projects*!' (pages 246-51), 
although Klein eventually complained that Johnson “borrowed” his idea for a foun- 
tain of water and fire that the architect planned to have built at the 1964 New York 
World’s Fair.*? 

Klein also exchanged letters in 1960 with the Mexican sculptor, painter, 
architect, and poet Mathias Goeritz (figure 8). Goeritz is primarily known for his 
concrete Towers of Ciudad Satélite, built in Mexico City in collaboration with 

architect Luis Barragan (figure 9), the aesthetic of which seems to match Klein's 

desire to “raze everything on the surface of Earth, until it is flat and fill valleys with 

mountains and then pour concrete all over the continents.”*’ Goeritz was inter- 

ested in publishing an article on Klein in the magazine Arquitectura. In a fascinating 

letter, Goeritz explained that he believed Klein’s work was the antidote to nihilistic 

individuals and that it went beyond Nouveau Réalisme, offering the possibility of 
a new metaphysical framework.** This exchange and Goeritz’s interest in Klein's 

work demonstrates the influence of the artist's thinking beyond his artistic outputs, 
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and the ways in which his ideas not only challenged prevailing notions of what . 

constituted art, but also extended to the world of experimental architecture and 

experimental lifestyle. 

As visionary as Klein's ideas were, with links to Antonio Sant’ Elia’s Futurist 

architecture and even resonating with Hans Scharoun and Bruno Taut’s utopian 

visions, architecture, for Klein, was a conduit, a stage leading to a more ambitious, 

holistic project: 
The architecture of air has in our minds always been just a transitional stage, 

but today we present it as a means for the climatization of geographical 

spaces. 

The principle of privacy, still present in our world, has vanished in this 

city, which is bathed in light and completely open to the outside. 

A new atmosphere of human intimacy prevails. 

The inhabitants live in the nude. 

The primitive patriarchal structure of the family no longer exists. 

The community is perfect, free, individualistic, impersonal. 

The principal activity of the inhabitants: leisure.” 
Klein’s “Blue Revolution” was no longer merely focused on art or aesthetics. He 

dreamt of a new society, and his art—the monochromes, sponges, Fire Paintings, 

and so on—were the vehicle for his vision, mock-ups of a better world, or at least a 

different one. Klein had some knowledge of the subversive Situationist and Lettrist 

milieu, and his “Project for an Architecture of Air” demonstrates his connection 

with the polemical ideas developed by the Dutch artist Constant, the architect of 

the Situationists. Constant developed New Babylon, a minutely detailed utopian 

plan for the city of the future. He sought to formulate a new urbanism, detailed 
through countless drawings, models, sketches, collages, essays, manifestos, con- 

ferences, and films, striving to erode conventional social structures. 

New Babylon envisioned a society in which the need to work would be re- 

placed with the creative play of interacting desires; it would be a place where 

traditional architecture would disintegrate alongside the social institutions that had 

supported it for so long. In Constant’s plans, a network of immense, multi-level 
interior spaces proliferate, covering the planet. These interconnected subdivisions 
were to float above the ground. 

Klein was certainly thinking along the same lines at a time, the late 1950s, 

when a spirit of revolution was in the air. The world was shaking itself out of the 

postwar atmosphere and freeing itself from outdated modes, many of which would 

not survive the revolutionary moments to come in the 1960s and 1970s. Klein’s 

philosophical notions and artistic practice certainly played a role in these changes; 
when he declared, “I will raze everything at the surface of Earth,” he was speaking, 

at least in part, about obsolete values, models, and ways of thinking. 

Klein’s work is a project for a revolution phrased with his own means and 

language, pigments, canvases, sponges. It might be viewed as comparable with the 

way in which Nouveau Roman was conceived as a literary form, rejecting the pro- 

tocols of traditional novels articulated around plot, action, and characters. Nouveau 

Roman brought forward a concept of the novel predicated on things, objects, and 

material details rather than a meta-narrative. Klein was interrogating painting, and 

art in general, in a similarly revolutionary way. In notes written on December 27, 

1954, he observed: 

| believe that in the future one will get to painting only paintings of one color 

at a time and without anything other than color... In literature there might be 

a way to get to the same point...a funny novel without plot,-without closure, 

without subject, without message, and only with an atmosphere, a feeling of 

the same quality, very regular, profound and unified....*¢ 
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This statement parallels what Alain Robbe-Grillet described in Pour Un Nouveau 

Roman [For a Nouveau Roman]*’ as the future of the novel beyond naturalism, 
fantasy, and metaphysics, embracing a new form of realism freed from the cult of 
humanism, less anthropocentric, without protagonists or linear narrative. This kind 

of novel would offer a “hole in the narrative,” no longer a representation or record 

of reality outside of itself, but a reality all its own. This is a new realism in the same 

way that Klein’s monochrome paintings puncture a hole in the pictorial tradition. 
One of the most iconic examples of Nouveau Roman is Alain Robbe-Grillet’s 

Project for a Revolution in New York City, published in 1970; an uneventful novel, a 

flat plot comprising a succession of erotic, sadistic details unfolding in a urban land- 

scape where intimacy appears to be obsolete, in a city doomed to be erased from 

the surface of earth. This text resonates with Klein’s idea of painting as a restrictive 

medium that he could overcome—a traditional art form that could give way to the 
pursuit of a critical means to represent the possibility of a different world. 

Klein’s embracing of a revolutionary spirit is further demonstrated in the letter 

he sent to Fidel Castro (figure 10), applauding the “success of [Castro’s] revolution- 

ary enterprise,"** and complimenting his courage, honesty, and audacity, as well as 
conveying the artist’s own revolutionary views. 
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Figure 10 

Letter from Yves Klein to Fidel 

Castro, 1958 
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Figure 11 

Yves Klein’s and Rotraut’s 

tickets to Disneyland, Anaheim, 

California, 1961 
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Klein was a paradox, as was his time. In terms of revolutionary architecture, 

the mid- to late 1950s witnessed another project dedicated to a better collective 
future, a visionary plan that had nothing to do with International Situationism or 

Communism—Tomorrowland and Disneyland. Klein visited Disneyland in 1961 and 

experienced firsthand Walt Disney's utopian vision (figure 11). But even if Klein 
and Disney's dreams of urban planning appear similar, Disney was inspired by the 
very American model of a small town main street, yet, influenced by recent scien- 

tific and technological innovations, he was also fascinated by an optimistic view of 

a comforting yet space-age future. Klein’s revolution was neither technological nor 
political but, rather, aesthetic, ethical, and spiritual. Most importantly, it was for 

real; although more abstract in nature, Klein’s “Blue Revolution” was as rational 

as the artist was himself a realist. To emphasize this reality, Klein wrote that “the 
theory of immaterialization denies the spirit of science fiction.”*” 

The “Blue Revolution” was not a fantastical, disembodied dream for some 

possible future, but was grounded in the potential for change that Klein recognized 

in the present. The artist’s revolutionary vision is summed up in his 1961 painting 

Architecture de I’Air [Air Architecture] (page 264), which encompasses the most 
salient aspects of the artist's work: the molecular bodies of the Anthropometries 

floating in space; International Klein Blue; the framework for an Eden encompass- 

ing urban landscapes, and a manifesto: 

Air conditioning on the surface of our globe. 

The technical and scientific conclusion of our civilization is buried in the 

depths of the earth and ensures 

thé absolute control of the Climate 
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on the surface of all the continents 

which have become vast 

communal living rooms. 

It is a sort of return to the garden of Eden of the legend (1951). 

The advent of a new society destined 

to undergo deep transformations 

in its very condition itself. Intimacy, both personal 

and in the family, will disappear. An impersonal 

ontology will be developed. 

The willpower of Man will at last regulate life 

ona constantly “wonderful” level. 

Man is so free 

he can 

even levitate! 

His occupation: leisure. 

The obstacles that 

traditional architecture used to put up with 

will be eliminated. 

Body care will occur through new methods, 

such as “The air bed.””° 

Freedom—this is the ultimate Klein, complete with all his contradictions. The quest 
to be free is for Klein, who wrote that “being satisfied is mediocre,””! the impulse 

toward—the leap toward—uncertain yet pivotal possibilities. 
Klein’s “Blue Revolution” was, and is, a nondenominational one. His revolu- 

tion is of the same blood as Deleuze’s molecular child, stimulated by continuous 

immaterial sensibility, so subtly nuanced yet expansive that no single essay or 
exhibition can truly capture its significance. This is the paradox of Yves Klein's 
work. As beautiful, startling, and convincing as this or any retrospective may be, it 

only makes visible the ashes of his artistic process. The true artwork is everywhere 
around us, in rain and wind and cockroaches”? and fire, from Saint Rita to the 

entire atmosphere, in everything that Klein penetrated and re-imagined through his 
creative process. 

Thus, to respect Klein’s desire to enter space and immaterial sensibility, the 

only viable retrospective of the artist's work could be conceived as follows: select 
the most beautiful and striking of his works in private and public collections; bring 

them, even if at great expense, to your institution; install them with as much care 

as if the future of art was at stake; then close the galleries to the public for forty- 
eight hours; de-install the exhibition and return all the pieces to their owners; 

open the empty, pristine galleries to visitors; only if it seems necessary, broadcast 

Charles Estienne’s cris bleus in the galleries, which are by this point emancipated 

from art objects, but saturated with the essence of infinite space, immaterial 

sensibility, possibility. The viewers would then experience “/es plein pouvoirs” [the 
full powers]’’ of their own awareness, and the exhibition would amaze the vision, 

although not the eyes. As the final touch, serve methelyne blue cocktails, the same 

Klein served at his openings, which make one’s urine blue for twenty-four hours. 

The spectators would enter the world pregnant with Klein’s “Blue Revolution,” 

which they would then spread, making the world blue. 

This would be marvelous. It will happen, one day; the day we will able to 
admit collectively that the world is, as Yves Klein discovered, “flat and square. 

Then the exhibition would not be measured in terms of success or failure, because 

it would be immeasurable. Until the day when society at large is ready truly to 
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Figure 12 

Yves Klein, “Humilité Humilité 

Humilité” [Humility Humility 

Humility], 1957 
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encounter Klein’s radical concepts (figure 12), until we truly understand that the 

world of ideas can exist beyond material manifestations and traces, we, and art 

and social institutions, will remain incomplete, and Yves Klein will continue to be 

misunderstood. Yet this misunderstanding might actually expose possibilities, for 

definitive comprehension often blinds one from truly seeing, from fully welcoming 

the mystery and power of immaterial sensibility and accepting the transformation 

of our very notion of the nature and meaning of art. 

Let’s not forget that when Albert Camus wrote in 1958 “Avec le vide, les pleins 

pouvoirs” [With the void, full powers], he was not only assessing aesthetic powers, 

but also was commenting on General de Gaulle’s seizing constitutional full power 

in an attempt to resolve a conflict away from home—the Algerian War. With his full 

power came the beginning of a social revolution, and, ultimately, the end of an era. 

We hope our Klein “Blue Revolution,” starting in Washington, could today again 

signify a change beyond the walls of the museum. 
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My old Monotone Symphony of 1949, 
which was performed under my 
direction, by a small orchestra on March 

9, 1960, was destined to create an 

“after-silence” after all sounds had 
ended in each of us who were present 
at that manifestation. 

Silence.... This really is my 
symphony and not the sounds during 
its performance. This silence is so 
marvelous because it grants “happen- 
stance” and even sometimes the 
possibility of true happiness, if only 
for a moment, for a moment whose 

duration is immeasurable. 
To conquer silence, to skin it 

and cover oneself with its hide, to never 

be chilled again spiritually. | feel like 
a vampire face to face with universal 
space! 

Excerpt from “Truth Becomes Reality,” 
in Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. Klaus 

Ottmann, 187-88. 

My life should be like my symphony 
of ‘49, a continuous sound from its 

beginning to the end, at once united 

and universal, having neither beginning 

nor end. 

A duration, which appears and 

suddenly comes to life, for a time, 

which is experienced perhaps in feeling, 
perhaps in the physical body. 

From a note titled “Tableaux: et sculptures 

de 1961.” Trans. Klaus Ottmann. 
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THE WRITINGS OF YVES KLEIN 

Just as I created a “monotone-silence- 
symphony” in 1947, composed in two 
parts—one broad continuous sound 
followed by an equally broad and exten- 
ded silence, endowed with a limitless 

dimension—in the same way, | shall 
attempt to put before you a written 
painting of the short history of my art, 
to be followed naturally at the end of my 
expose by a pure and affective silence. 

My expose will close with the 
creation of a compelling “a posteriori” 
silence whose existence in our communal 
space, which is, after all, the space 
of a single being, is immune to the 

destructive qualities of physical noise. 
Much depends upon the success 

of my written painting in its initial 
technical and audible phase. Only then 
will the extraordinary “a posteriori” 
silence, in the midst of noise as well as 

in the cell of physical silence, generate 
a new and unique zone of pictorial 
immaterial sensibility. 

Excerpt from “Chelsea Hotel Manifesto,” 
in Overcoming the Problematics of Art: 
The Writings of Yves Klein, trans. Klaus 

Ottmann, 194-95. 



Partition de la Symphonie Monoton-Silence 
[Score for Monotone-Silence Symphony] 
1947-61 

Ink and graphite on paper 

16 %s x 11 *%in. (41.8 x 29.5 cm) 
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Yves Klein as orchestra conductor, Gelsenkirchen (front view) 
1959 
Black-and-white photograph 

6 ce x 8 Zin. (16 x 22.5 cm) 

Yves Klein as orchestra conductor, Gelsenkirchen (back view) 
1959 
Black-and-white photograph 

6 “Ae x 8 Zin. (16 x 22.5 cm) 
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Monochromes jaune, rouge, et vert (scéne de théatre) 
[Yellow, Red, and Green Monochromes (Theater Scene)| 
1954 
Watercolor and graphite on paper in spiral-bound notebook 

5 %4x 8 “in. (13.3 x 21 cm) 
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Monochrome rouge (scéne de théatre) 
[Red Monochrome (Theater Scene)| 
1954 

Watercolor and graphite on paper in spiral-bound notebook 

5 ‘Ax 8 in. (13.3 x 21 cm) 
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Projet de ballet 

[Project for a Ballet] 

c. 1960 

Ink on paper 

10 % x 8 “in. (27 x 21 cm) 
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Le dormeur—I’inverse—dessins 
[The Sleeper—the Reverse—Drawings] 
c. 1958 
Graphite on paper 

10 % x 8 in. (27 x 21 cm) 
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Esquisse de scénario La Guerre (de la ligne et de la couleur) ou (vers la proposition monochrome) 
[Outline of a scene for The War (of line and color) or (toward a monochrome proposition)| 
1954 (1957) 
Typescript and ink on paper 

10 % x 8 in. (27 x 21cm) 
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et ensuite celle de tout ce gui l'en- 
toure, des sniraux tout spécialement 
et des végéteux 

Cerfs sohématiques ot 
chasseurs (Nuestra Senore 
del castillo Almaden 
Abbé Breuii 

= 7 4 

~ 

DN Woo Bn 
= i 

Hordes guerriéres Cueva del 
val del charco del agua 
samarga (terruel) 

ee 

Figures courant - Basson 
to = Africue du Sud 

Fai. 
eS Lor fer Ary a i 

Lt 
af Getta ies 

tie 

TEXTE ) 

1 Réalisme et sbstraction se combi< 
nent alors dans un horrible mélan- 
ge mohaviélique qui devient la 
vie humeine terrestre et c'est la 
mort vivables"Lhorrible cage, comme 
dire Van Gogh plusieurs milleirs 
dtann$es plus tard", La couleur 
est asservée par la ligne sui de= 
vient écriturese.s 

co (=) =z 

eee D'une fousse réalité, la réaliq 
té physiowefigurat ive 
Le Ligne storganise en terrain 
conouls, Bon but ¢ ; 
Ouvrir les yeux de l'homme sur le 
monde extérieur de la mtiére gui 
l'entoure et le m ttre en marche 
vers le réalisne. Au loin dens 
l'homme s5'éloigne sens pouvoir le 
quitter tout 4 fsit sa vision ine 
térieure perdue a 1a place de ln» 
quelle se eréée un vide atroce 
pour les uns, bouleversanh ou mere 
vellleusement romantique pour les ] 
autres et i1 prend place pour devee — 
nir le vie intérieure, 1'éme dée 
chirée par l'actuelité de la ligne 

es SS PR LO PD ph Gt | 

Ba meted 

Le couleur souillée, humiliée,svdin- 
72, Ve cependant prépsrer tout su 
dong des siéecles, une revanche, un 
soulévement plus fort que tout, 

Le od oun fe 9 ote Ton & 

ePoe mh yy ry fA2 7 
Ainsi l'histoire de la trés longue 

guerre de in ligne et de le couleur 
commence avec celle du monde de 
lthomm et de le civilisation, 
Le couleur hérotque fait des: signes y & 1’honme toutes les fois qu'il rese Sip Ares sent le besoin de peindre (phénoméne A face tat 5 Prot bo ne O galing c 



IMAGE 

INTENSE 

WHITE 

4 sec 

uniform 

FIXED 

Progressive 

passage 

from white 

to yellow in 
24 images 

Citrus 

YELLOW 

4 Sec 

uniform 

FIXED 

Progressive 

passage 

from yellow 
to red in 

24 images 

Progressive 
passage from red 
to blue in 
24 images 

BLUE... 

uniform 

ultramarine 

5 sec 

FIXED 

SOUND 

Nothingness 

Progressive 

Unfolding 

Of a unique sound 

Continuous 

sound 

XXXXXXXXXXX 

Progressive 

sonorous 

passage 

Continuous 

sound 

Progressive 
sonorous 
passage 

Continuous 

sound 

TEXT 

Nothingness 

IMAGE 

The 

Fire 

Upon the 
uniform 
blue image 
suddenly appears 
a hand (the 
pre-historic 

imprint of a 
hand— 
Spanish Castle, 

Abbé Breuil) 

The hand vanishes 
progressively, 
3 fingers, then 

only 2, draw 
traces of lines 
In the discovered 
clay... 

Then successively 
appear the 

prehistoric finger 
drawings lifted 
from obscurity 
by Abbé Breuil at 
Hornos de la Pena 
and at Altamira 
in Spain. 

Line drawing 

encircled in red at 

Hornos de la Pena 

or at Pech Merle 

in Lot county. 

Line drawings by 
the Australian 

Worora tribe, Port 

Georges, also 

composed with 

the use of feet. 

3 Sec 

FIXED 

Focus ona cow’s 

head on the cave 

ceiling at Altamira. 

SOUND 

A dramatic 

intensification of 

the continuous 

sound 

Beginning 
concrete 

Music 

Linear concrete 

music follows the 

finger drawings 

Concrete music 

follows the image 
on the screen 

TEXT 

Taking advantage 
of a need by the 
first man to make 

a mark beyond 
himself, the line 

is successfully 
introduced into 

the, until now, 

inviolate kingdom 

of color. 

X ultimate 

beginning of the... 

See 

supplementary 

page 

Dream 

(Cain and Abel: 
Murder) 

Reality 

Increasingly 
harnessed, 

pure color, the 

universal soul in 

which the soul 

of man bathes 

in the state 

of terrestrial 

paradise, is 
imprisoned, 
compartmental- 
ized, cut apart, 

and reduced to 

slavery. 

In the joy and 
delirium of its 

triumph by ruse, 
the line subjugates 

man and imprints 

upon him its 
intellectual, 

material, and 

emotional 

abstract rhythm. 
Realism will soon 

appear. 

When the first 

moment of 

stupefaction 
passes, prehistoric 
man realizes 

that he has just 

lost his vision. 

He recovers by 
finding figurative 

form. 

First his own 

figurative form 

and then the 

form of all that 

surrounds him, 

especially the 
forms of animals 

and plants. 
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Algérie 

THEATRE DU VIDE 
E théatre se cherche depuls 

] toujours ; il se cherche de- 
~ puis le début perdu. 

Le grand théatre, c'est I'Eden 
en fait; important est d'établir 
une bonne fois nos positions sta- 
tiques, chacun d'une maniére in- 
dlviduelle et non plus personnelle 
dans Yunivers. Depuis longtemps 
déja j'annonce partout que ie 
suls le peintre... Je n’en connals 
pas d’autre aujourd’hul! Je tens 
& dire aussi : < Je suls l'acteur, 
Je suis le compositeur, l’archi- 
tecte, le sculpteur. » Je tlens a 
dire : « Je Suis. » Lion m’objecte- 
ra sans doute que cela a déja ¢te 
hurlé de toutes sortes de manit- 
res yariées ; c'est certalnement 
juste. Par conséquent, je répete 
peut-étre cela, mats consclent, 
bien consclent d’avoir atteint te 
droit de le dire : et vollA que, 
pour mol comme pour tous, fl 
n'y a plus ren a faire; le théa- 
tre officiel, aujourd/hul, c'est 
« Gtre » et fe « suis » bien effec 
tvement tout ce que l'on veut 
bien que je « sols » et méme 
tout ce que l'on ne yeut pas que 
je « sols » ! J’attelndral méme 
& ne plus <étre, du tout un 
jour!... Mais, que Von ne sy 
trompe pas : {] ne s'agit pas de 
mot quand je dis je, moj, mon, 
etc, 

O’est parce que l’esprit daps 
fequel Je vis est un esprit d’émer-~ 
veillement, stabilisé et continu, 
un esprit classique, que je n’ai 
aucun caractére d’avant-garde, de 
cette avant-garde qui, elle, viell- 
lit st vite, de génération en gé- 
nération. 

Mon art n’appartiendra pas 4 

Vépoque, pas plus que Vart de 
tous Jes grands olassiques n'a 
appartenu aux époques od IIs ont 
véou, parce que je cherche avant 
tout, comme eux, & créer dans 
mes réalisations cette « transpa- 
rence », ce « vide > incommensu- 
rable dans lequel vit l’esprit per 
manent et adsolu délivré de tov- 
tes dimensions ! . 

Non, Je ne me Jalsse pas pren- 
dre & mon propre jeu en parlant 
aujourd’ hui d'un théfAtre du vide 
avec un tel avant-propos orgucil- 
leux, égocentrique et méme va- 
niteux sans doute en epparence : 
mon théftre prendra une valeur 
universelle dans la mesure méme 
od mes compagnons connaitront 
mieux ma pensée que moi-méme 
Je ne la connals, car s'ils sont 
des milliers, {ls la refléveront des 
millers de fols alors que moi 3o 
auls seul. 

* 
Je me rends ttés bien compte 

que Je me présente, tout seul, en 
écrivant ces lignes avec ce qui 
semblerait une sorte de comples> 
du plus fort. Je signale A ceux 
qui seralent assez aveugles of 
maladroits pour me donner 
Yavantage d/attaquer mon exas- 
pération du moi qu’ll est bien 
facile de m’entrainer A la défaite 
mats & cette sorte de défaite que 
sont les veilles des grandes vio- 
toires définitives pour ceux qui 
entrent dans Je grand jeu et 
savent s’exposer. 

J'ai lutté contre ma vocation 
de « pelntre >, en partant ap 
Japon pour y vivre Vaventure 
Judo et Arts martlaux anciens 
de méme j’al lutté contre m> 
vocation < d’homme de théa- 
tre >; mais précisément, le Judu 
par Ja pratique physique et spi- 
rituelle des Katas, s’est constitue- 
malgré moi, ma formation dans 
cette discipline de l'art qu’est le 
thédtre, (une maniére imprévi- 
sible, mais tout aussi profitable 
et profonde, sinon peut-étre plus 
encore, que n'importe quelle au- 
tre. En présentant ce qui suit, 
Jobéls & une nécesaité profonde, 
Jagis en réaliste plein de gros 
bon sens, J’aime Moliére et Sha- 
kespeare parce que, dans leur 
q@muvre, se trouve cette transpa- 

rence du vide qui me fascine. 
Pour moi <« théftre > n'est pas 

D tival d’Art 

soirée | ‘ 

auralt Du étre aussi utilisé. 

remue oy reste tranquille. 

thétre. 

mieux le bel aujourd'hui, 

| Tout ce que je Publie dans ce journal ont été mes 
| @tapes jusau’d ce jour glorienx de réallsme et de vérité = 

le théitre des opérations de cette conception du théatre 
que je propose n’est pas seulement la ville, Paris, mais aussi 
la campagne, le désert, Ia montagne, le ciel méme, et tout _ 
Vonivers méme, Pourquoi Pas ? 

Je sais Que tout va fonctionner trés bien inéyitablement 
pour tous, spectateurs, acteurs, machinistes, directeurs ct 

| autres, 

Je tiens a 

manche 27 novembre ». 

du tout synonyme de < Reprt- 
sentation > ou de « Spectacle >, 
D'importants chercheurs qui, 

eux, ont été d'avant-garde, com- 
me Talroff, par exemple, vou- 
laient thédtraliser le thédtre. 

Eivreinoft révait du monodra- 
me, de Ja théAtralité dans la vie 
quotidienne, pensée — geste — 
parole 

U’ESPACE, 

| ACTUALITE 
ANS le cadre des rePrésentations théAtrales du Fes- 

@Avant-Garde de novembre-décembre 
1960, fai décidé de Présenter une ultime forme de 

théStre collectif qu’est un dimanche pour tout le monde, 

Je n'ai pas voulu me limiter 4 une matinée ou & une 

En présentant le dimanche 27 movembre 1960, de’ 
0 henre & 24 heures, je présente done une journée de féte, 
un véritable spectacle du vide, au point culminant de mes 
théorles. Cependant, n’importe quel autre jour de la semaine 

Je souhaite qu'en ce jour la, joie et 
| xégnent, que Personne n’alt le trac et que tous, acteurs- 

spectateurs, conscients comme inconscients aussi de cette 
| gigantesque manifestation, passent une bonne journée. | 

Que chaoun allle dedans comme dehors, circtle, bouge, 

Tout ce que je public anjourd’hui dans ce journal est 
antérieur 4 Ja Présentation de ce jour historique pour Ie | 

Le théitre doit étre ou doit tout au moins tenter de 
devenir rapidement le plaisir d’étre, de vivre, de passer | 
de merveilleUx moments, et de oomprendre chague four 

remercier ici M. Jacques Pollerl, directeur 
| du Festival @’Art d’Avant-Garde, pour son enthousiasme, 

en me proPosant de présenter cette manifestation « le di- 

le merveilleux 

Stanislaysky, réaliste extrémis- 
te, auralt souhalté la mort effec- 
tive et définitive de l’acteur qui 
doit jouer sa mort en scéne. Le 
précurseur Dada Vakhtangof en- 
ferma le public dans ume salle 
de théAtre pendant deux heures 
dans le seul but cynique de les 

enfermer tout simplement. Oet 

éyénement f{nisait partie, d’all- 

LUI-MEME. 

NUMERO 
UNIQUE 

SEANCE DE 0 HEURE A 24 HEURES 

manche 
27 NOVEMBRE 

; 0,30 NP 
Maroc : 92 ‘fm. - Italle 

(30 fr.) - Tunisie 
: SO lres - Espagne : 3 pes. 5 

leurs, de son « théAtre de Je ré 
volte > et s'intitwlait «< La Soirée 
insolite >. 5 

Le Tehécoslovaque Burlan oréa 
un théAtre synthétique; les per- 
sonnages de sa pléce, « Roméo 
et Juliette », étalent des machi- 
nes fantastiques et infernales qui 
éyoluaient sur la scéne pendact 
que les acteurs en coulisse di- 
salent le texte. Amphithéatroff 
montait des plécettes laconiques 
de dix minutes, coupées de dis- 
cussions ; les discussions faisalent 
partie évidemment du program- 
me, Ce qui l'aménera a déclaror 
souvent & son public, qui lut 
commandait d/avance ses repré- 
sentations, qu'il était prét A sup- 
porter les tomates, les ceufs pour- 
ris, mafs, en aucune maniére, les} 
pavés  * | 

Les phonographes, dans < ‘Les | 
Mariés de la Tour Eiffel », de 
Jean Cocteau, sont aussi de trés 
beaux |phénoménes. 

* 

I serait trop long de citer ici 
toutes les tentatives qui ont étt 
faites pour sortir de la conven- 
tion, de Joptique apprise, de 
Vacadémisme, dans le. domaine 
du spectacle de la représentation 
théAtrale depuls le début du sié- 
ole. Je crois que presque tout a 
6té fait, jusqu’d Jacques Poller! 
dans sa mise en scéne de la 
pléce de Tardieu ces temps der- 
mers, qui falt entendre des voix 
sur la scéne on trofs panneaux- 
écrans sont lA pour tout décor et 
toute présence | (Son idée d’all- 
leurs est de faire vivre et parler 
jes décors.) 

Bravo! — Quel bonheur que 
tout cela alt existé, mals atten- 
tion; J’avertls bien le lecteur, 
mon ceuvre thédtrale n’a rien, 
obsolument rien & voir avec 
Vune queleonque de ces direc- 
tlons ou recherches sauf, peut- 
étre, avec celles d'Antonin Ar- 
taut, qui sentait venir ce que je 

propose aujourd‘hul ici. Cepen- 
dant Artaut, comme bien d'autres 
« Grands > du yrai théAtre, se 
perdait dans cette fausse concep- 
ton artificlelle et inteDectuelle 
du Verbe qui en 2 dérouté tant 
si longtemps, Pour ma part. je 
ne sais’ qu'une chose, c'est 
« qu’au commencement était Je 
Verbe, et le Verbe était Dieu » ; 
deux fols « étre > pour deux fois 
« Verbe » plus « Dieu 2, en tout 
cinq points qui. si on les médite 
un peu, disent bien ce quills 
veulent dire : le « Verbe » dans 
cette aforme n’est pas « Parole + 

FESTIVAL D’ART 
| D’AVANT-GARDE 
{ 

NOVEMBRE - DECEMBRE 1960 

le journal 

dum 

seul jour 

2 27 mi | 

UN 

articulée ni méme aésarticulée. | 

* | 
Ce que je désire : Plus de! 

rythme, surtout plus jamais de} 

rythme ! | 

Et puls mon @uyre n'est pas} 
une « recherche », elle est mon} 
silage. Elle est Ja matiére méme} 
de la vitesse statique vertigineuse, | 
4& laquelle je me propulse sur} 
place dans V’immatériel! Atten-| 
tion encore, je tlens & bien pré- 
ciser que Je ne dis pas, en par-) 
lant de mon ceuvre : « O'est bien 
plus beau parce ave c’est inu- 
tile » ! Non, Je dis : « O’est ainst 
ce sera ainsi, et personne ne 
pourra jamais rien faire pour 
que ce ne soit pas ainst »! Pour- 
quol? Parce que, précisément 
c'est < classique >! 

- 

«.Ains!, trés vite, on en arrive 
gu théAtre sans acteur, sans dé- 
cor, sans scéne, sans spectateur.., 
Plus rien que le créateur seul 
qui n’est yu par personne, excepté 
Ja présence de personne et le 
théAtre-aspectacle commence ! 

Liauteur vit sa création : u 

@ SUITE EN PAGE 2 

(Photo Shunk-Kender) 

Le peintre de l'espace se jette dans le vide ! 

Le monochrome qui est aussl champlon de jude, <ointwre noire 4* dan, s‘ontraine réguiie- 

roment 6 fa lévitation dynamique! (avéc ov sanafilet, av risque de = vie), 

' prétend Stree en mesure d’aller rojolndre bientdt dans espace son couvre préférée = unc 
| sculplura adrostetique tomposte de Mille ct un Ballons bleus. qui. en 1957, s‘enfult’ de son 

exposition dans le clei de Seint-Germem-des-Prés pour ne plus jamals revenir! 

Libérer ta sculpture du socle a été longtamas sa préoccupation, « Aujourd’hul le peintre de 
| Vospace doit aller offectivement dans espace pour peindre; mais tl doit y aller sans trucs, ni suoer- 

cheries, nj non plus en avion, ni on parachute ev en fusée : il doit y oller por lul-méme, avec une 
forco Individuolle autonome. on Un mot, I! doit étre copoble de léviter, > 

Yves’: 

| 

| 
| « Je suis le peintre de l'espace. Jo ne suis pas un peintre abstrait. mals eu contraire un 
| figuratif, ef un réaliste. Soyons honnétes, pour ocindre |"espace, Je me dois de me | place. dens cot espace méme > hk 

=a 

rendre sur 

Sensibilité pure 
Une petite salle. 

Les spectateurs, aprés avoir 
d&ment payé chacun leur entrée, 
assez chére... pénttrent dans la 

‘walle et prennent place. 

Le rideau est baissé. La salle 
Muminée. 

Tes que Ja salie est pleine, un 
homme se’ présente sur la sctne, 
devant le rideau toujours *balmse 
ot déclare = 

« Mesdames, Messieurs, en ral- 
#on des clrconstances, ce solr 
nous allons étre contraints de 
yous enchainer chaeun @ vos 

siéges (et, de plus, vous ballon: 
ner) pour Ja durée de Ja repré 
sentation. 

» Cette mesure de sécurité ess 
necessaire, afin de yous protéger 
contre vous-méme, en présence 
ae ce spectacle particuliérement 
dangereux, d’un point de yue 
affectif pur | - 

» Nous exprimons ‘d‘avance 
mos regrets au personnes qui o¢ 

pourralent supporter d’étre ain- 
s! enchainées et bAilonnées 
uydnt le lever du rideay et nous 
les prions aimablement de bien 

vouloin quitter Ja salie: pour sv 
faire rembourser & lp sortie, Au 
cune personne non enchainge 
solidement A son slége ne sers 
tolérée dans 1a salle pendant 1+ 
spectacle. Merci » 

- Aussitét un groupe d’en- 
abatneurs-billinnneurs péndtrent 
dans Ia salle et, systématlaie. 
ment, rang aprés rang, paraly- 
sent rapidement tous les spect 
teurs. 

@ SUITE EN PAGE 2 



Sensibilité pure (suite) 
Quand tout. est vrét... l‘obscu- 

Tité se fait dans Ja salle... Lo 
rideau se léve Jentement avea 
léclosion d'un pétillement con- 
tinue, semblable A celui que fait 
Teau pazeuse ‘raichement débou 
enée. mais prodigieusement am 
plifié. C'est une inondation so 
Bore, monotone, s'imprégnant 
d’une maniére volumétrique dan* 
Yespace, perceptible par loule 
sensible de chaque ‘spectateur. 

Sur la scéne : une salle vide 
blanche, trés blanche ; tous les 
ungles sont arrondis... Tout es 
vide, absolument vide avec le pf 
tlement ! (dans le cas Of les 
spectateurs ne seraient pas baw 
lonnés {1 faudrait couper |'ac 
coustique). 

Dans Ia salle de trés belies fMi- 
les nues ou, & le rigueur, en D'- 
Kini, sorte d’ouvreuses-hdtesses. 

Capture 
vue ville entitre, voire meme 

une capitale, ou, encore mieux, 
wn pays entier doit servir do 
scéne et de décor. 

L'Eaat, lul-méme, ammonce In 
date de lq représentation dans 
dout le territaire. Le jonr dit, 4 
Vheure dite, exactement, tout Je 
monde rentie chez soi, s’enferm 
& double tour, et, l'extérleur est 
Vide de tout étre humain per 
dant deux heures. 

Dans les rues plus personne, 
plus personne du tour dans les 
bureaux administratifs et autres 
Meux publics ; plus personne 
dans les campagnes, tout est fer 
mé tout le monde est chez soi 
et ne bouge plus. 

Le territolre dolt sembler «ux 
yeux de l'Espace, pour deux 

passent dans les rangs des spec-. 
tateurs et les réconfortent, ajus- 
tent leurs chaines et leurs. bal. 
lons, leur disent l'heure et com: 
bien de temps ils ont encore A 
supporter le spectacle (de tres 
beaux jeunes hommes nus -ausst 
ou en bikini, s‘occupent des 
mpectatrices). 5 

La premiére demt-heure pas 
see, le pétillement s’éteint pev > 

peu, se dissout complétement et 
uae autre demi-heure se passe 
dans 1é silence absolu pour les 
spectateurs toujours face & Iu 
acétne vide, blanche et brillam 
ment éclairée. 

Ve rideay se balsse. La lumiéere 
revient dans la salle. Les groupe 
avenchaineurs seviennent délivrer 
vte leurs chaines et de leurs batt 
-as les spectateure. 

du vide 
heures, ent‘érement vide de su- 
jets vivants | 

«Mais alors des compagnoms 
fidéles seront 1A autour de mon, 
chez mol, et -me jetteront dehors, 
malgré moi, car j'aural peur et 
Ul sera nécessaire que Je sois Mt 
téralement expulsé detiors, dans 
Je vide des rues et des campo 
gnes, tout seul, face 4 Ja nature 
et A tout, A vrai dire, cela ne 
sera qu'un pas fait dans 1é che. 
min de la « capture du vide » 
réelle, qui se fera aprés ma dis- 
parition définitive, lors de l'une 
de ces séances nationales solen- 
nelles, Cette « capture du vide ». 
elle ser+ réalisée par ceux qi 

auront compris cette pensée ou, 
plutét ce principe et aul le wi- 
vront comme une action pure e. 
statique d'une maniétre toute 
waturelle enfin 

Les voleurs d’idées 
Quand l'urbanisme ge lair o¢ 

gnoore, et surtout, apres cette 
étape. Quand l‘immatérialisa- 
tion totale et défintive de l’ar- 

_Chitecture aura été accomplie, 
C'est-a-dire lorsque nous vivron: 
YEden perdu, de nouveau dans la 
nature climgtisée, nus, sans obs- 
tacle ertlficiel aucun, i est 
eertaln que notre conception #0- 
tuelle* de l'intimité, aura bien 
changé. Nous verrons en perma- 
‘mence vut ce qui, aujourd’hut, 
est trés secret et caché chez. lex 
‘autres. et lex autres verront de 
méme en nous, dans tous les 
moindres événements de _ notre 
vie quotid'enne. “Notre. sensibl-. 
Uté sera elors développée d'une 
tele maniére qu'il . deviendra., 
possible d'envisager mémé_ ln ~ 
possibilité de voir entre nous nos 
Densées les plus profondes ; ces 
“pensées ne seront pas lues intel: 
lectuellement m‘ percues”;- ‘elles 
seront « saisics », et, plutét par 
imprégnation, toujours en « sen 
sibtlité » plus que par pénétra 
»ton psychologique ;. puisque ‘le 

jue gute présque ou ” 
complétement disparu alors: ~ 

~ Gependant, si tous les hommes * 
~ mrrivent & conquérir cette possi- 

bilité de « réver dans le réve des 

AA art ra 

a Aan 

wutres », comme on vole aujour. 
d@hui des idées, des idées dites 
« dans lair » que certains cap 
tent plus rapidement que d’au 
tres et que d’autres réalisent 
plus rapidement que certains, il 
¥ aura toujours « le poéte » qui 
au dela du réve lui-méme, con+ 
naitra Ia tramse illuminée du 
eontact aveo jo centre affectif 
de toute chose, avec la « jole » @ 
Yétat mati¢re premiére, celle qui, 
profonde et haute, est extra- 
dimensiomnelle et se trouve & 
Yorigine de la vie elle~-méme. 

Gette pléce cst une anticipa- 
‘don d’un tel état de choses, cilo 
tlent compte encore de bien des 
conditions de l'atmosphire psy- 
ehologique dons laquelle nous 
vivons encore actuellement pour 
montrer précisément que l/idée 
qu’ ¢ un jour f] n’y aura plus 

d'idées » aura alors sa vraie 
fonction, sa vraie valeur. Ce sera 
lav« silence » générateur de Lou- 
te chose dans chacun de nous. 
La scéne peut étre soit trian- 

guleire, composée de deux écraps 
blancs transparents sur lesquels 
sera pro‘eté je film de Ja cou- 
iisse, soit semi-circulaire, en po 
seul écran.) alors panoramique, 
pour toujours présenter je décom 
fm projeté de 1a cbulisse 
~ Tout est blanc tmmacult, 
aueme Je sol, méme je plafone 

‘Au lever da rideau, trente xe 
wondes se ‘passent, montrant 
cette osctne vide violemment 
fclairée, Puis, avec l’écloston 
d'un ‘ton’ continu I’écleirage 
‘baisse d’intensit¢, jusqu’au mo- 
ment of un film est projeté du 
fond de ja coulisse sur les écraus 
(ow sur \’écran panoramique) 

A Vorchestre, sont assis assez 
Jointi'un de l'a-,tre, parmi les spec- 
tateurs, deux acteurs qui se lé- 
vent soudain, s’apercoivent et se 
tont des gestes d’amitié, conve 
nant d’aller se rencontrer sur !a 

Tis s¢ dirigent vers Ja scéne & 
travers. les rangs de spectateurs. 

A présent, sur Ja scene, Je film 

Aamo 
AAR OAR Ae 

SR Ni ea oe 0 eee 

® commencé A Gtre _ projeté et 
c'est un paysage riant, des ar- 
bres, des colJines, une rivlére, le 
tout ensoleillé dans une atmo- 
sphére trés Renoir, avec pers- 
pective sur un lointain mervell. 
leux et indéfinissable & l"horizon, 
Le son continu s'est transformé 

vn une musique pastorale trés 
douce. L'acteur de gauche arrive 
Je premier sur la scéne et con- 
temple avec ravissement le pay- 
sage. 

L’acteur de droite arrive le se 
cond, contemple up instant le 
méme paysage, lvi aussi, et sa- 
lye son ami en s'exclamant : 
« Zi fait beau aujourd’hul | » 
Liacteur de gavche frémit a 

ees paroles et le vent ee léve 
dans Je paysage de son cité. 
Dans le soutfle du vent, une 
voix, qui est Ia slenne : « J’avais 

pourtant pensé & cela le pre- 
mier |» 

Liacteur \de droite : 
mervelileux paysage | » 

« Que) 

L'acteur de gauche regoit ces 
paroles comme un coup de poing 
A l'estomac et’se tourne, convul 
sionné, vers le pubjic, en mon- 
trant un visage défalt... Dans le 
paysagre de son cdté, des nuagec 
s‘amassent et Je vent redouble 
de violence. La voix, dans Je 
vent, dit: « J'avais vu ele 
avant Jul !.,, » « Crest lui.: 
c’est le voleur d’idées ! » Et 
ainsi. d'idées en idées, et An 
constatations futiles en consta- 
tations futiles et universelles 
sans plus de valeur et sans pro- 

priétaire, J'actcur de gauche 
passe par tous les tourments 0. 
sentir tout le premier et d'en- 
tendre l'autre, l'acteur de droite, 
énoncer tout avant lui. La pitce 

est presque un monologue puts- 

que lacteur de droite parle tout 
je temps, debout face aux 
¢crans, tournant le dos aus 
S$pectateurs, du" Consfdérant, fe 
temps autre, son ami qui s¢ 
tord de plus en plus dé déses- 
polr & cété de lui, dans une série 
de mimes, qu'il exécute en faisant 
tantot face aux spectateurs. tap 
tot face au déoor-film. 

Le film, en étroit rapport avec 
Jes idées toujours volées, peut 
projeter toutes sortes d'événe- 
ments pensés par T'acteur de 
gauche, qui découlent de la cons 
tatation premiérc du paysage av 
soleité, 

Le fond sonore composé ave. 
4e déroulement du tout, evidem 
ment. 

Atnsi, de stupid'té en stupidité, 
wetul qui est tovjours volé de 
vient une ¢pave, effondrée sur } 
sol, qui pense toujours le pre 
mier, blen que désemparé, 
toutes sortes de choses de plur 
en plus importantes et se trouve 
de plus en plus ainsi volé effec- 

Projet pour 

national 
eS Spectateurs sont recus par 

un médecin psychiatre qui leur 
fait subir un examen général 
d'aptitude aux séances de 1'Ins- 
litul. Puls, ils passent toue 
dans une piscine ow ils sont la- 
vés et netloyés & fond par de 
splendides et jeunes spécimens 
{éminins de la race humaine, 
Ms assent ensuite dans un 

sauna pendant vingt minutes 
puis, dans une chambre d'oxygé- 
mation of '13 sont douchés & la 
lance pendant qu'ils peuvent 
admirer, par le sens du toucher 

tivement, (Sur lui, directement, 
peuvent étre projetées, par com- 
bimaison de projecteurs, toutes 
sortes de couleurs violentes figu- 
fant son désarrol émctionnel). 

Lracteur de droite reste tou: 
yeurs debout , dans son secteur, 
Je soleil brille et le paysage est 
toujours Je méme ; il est hev- 
reux. - ‘ 

Dans la salle, une jeune filic 
we léve parm! jes spectateurs 

dans l'orchestre, et se dirlae 
vers la scéne. 

L’acteur de gauche l'apergo 

js premier. fi 

L'acteur de droite dit, cepen- 
dant, encore le premier : « Com- 
me elle est belle 1,» La jeune fille 
sourlt et le rejoint sur la scene, 
ils se régardent, ils se tournent 
autour, Js se prennent Jes 
mains... 

Du vertige 

(1957- 
Depuils des années, Je m'exerce 

& léviter et je connals bien les 
moyens d’y arriver effectivement 
(chutes judo). 

Dy a d'une part le vampiris- 

me légendaire et traditionnel pour 
la nult ayeo I'immobilité physt- 
que absolue durant le Jour. C'est 

‘une question de diastole et de sys- 
tole, et d’autre part la libération 
effective de la personnalité dans 
tous ses aspect dans l'individu 
par l'exaspération du Moi, prati- 

Les fontoines de feu, d’Yves. Pour un crépuscule de dimanche. 

Soudain la jeune fille voit 
epave vivante, & cOté, par terre 
dans Je secteur oi tout est noir. 
damentable et désastreux. 

Attirée, maturellement, par co 
qui souffre, elle lache brusquc- 
ment Jes mains de l’acteur ae 
droite et va, directement, se pen- 
cher sur l’acteur de gauche qui 
se tord de douleur au sol en la 
aévorant des yeux, Elle le re 
Jéve doucement, | 

Le barrage menta) est dressé 
Yacteur de gauche a en téte 
image de sa compagne qui est 
venue & son secours instinctlve- 
ment. L'amour ne laisse plus 
volr ses pensées & J'autre. Lu 
paysage mervellleux revient de 
son c6té, il enlace Ia jeune fille. 

Au méme moment, l'obscurité 

brusque se fait dans Je secteur 
de lacteur de droite qui dispe._ 

rait ! 

(Zes dialogues sont en prépartton; 

un institut 

théatral 
seulement (en passant leurs 
mains leurs bras dans dex 
manchonS aux murs et tater 
sans les voir) ies sculptures tac- 
tiles hypersensibles qui sont de 
ravissants modéles viyants, nus 
hommes et femmes, exposés A ja 
portée des mains des spectateurs | 

de l'autre cété des murs. 
“Ensuite aprés ozonisation, ics 

spectateurs sont plongés dans un 
sommel? arthflcich de vingt- 
quatre heures, puis  révelllés, 
massés, douchés, rhabillés 2 
expulsés violemment dehors. 

Le contrat 
1° ACTE 

Le rideau se léve, sur la scene 
Yacteur et le spectateur sont as- 

sls face & face aux extrémités 
opposées du plateau, Au centre 

wn peu en refrait, l'euteur, Dis- 

cussion entre les trois person. 
Mages sur le théAtre d’Yvee 
Klein et toutes les autres puss 

bilités théAtrales... 

2° ACTE 
Le rideau se léve sur une salic 

we théAtre avec l'orchestre, les 
baloons, etc., tous les siéges sont 
occupss par des acteurs c'es* 
comble, La salle reconstruite sur 
scone est identique en tous 
points & celle dans laquelle se 
trouvent les vra's spectateurs 
@u centre, entre les deux salles. 
plusieurs auteurs se tiennent de- 
bout devant de petites tables et 
président, A tour de role, le débat. 

quée jusqu’é une sorte de subli- 
mation purificatrice absolue. 

J'ai récemment déclaré, en jan- 
vier 1959, dans une communica- 
tion en Allemagne, que, libéré 

dy monde psychologique, l'artiste 
de demain ecréera et se recréera 
lui-méme, capable de léviter dans 
une totale liberté physique et 

au prestige 

1959) 
spirituelle. J'ai déjA procédé & 

des tentatives de réalisation 
d’ceuvres de ce genre, telles les 
sculptures volantes aéro-statiques 
de 1957, composées de mille et 
un ballons bleus; ainsi que 1’ex- 
périence de l'Obélisque de ‘a 
place de 1a Concorde illuminé ea 
bleu de nult; le socle restant dans 
Yombre, et aussi les vapeurs de 
Vinauguration de Vépoque bleue 
en 1957. C'est ce que j'appelle 
depuis toujours le passage du 
vertige au prestige (ibération de 
Yesclavage du socle en sculpture). 

(Photo Véron) 

C'est ainsi qu’ll me serait bien 
agréable bientot de me présenter 
moi-méme sur la scéne d'un théa- 
tre ellongé dans l'espace & quel- 

ques métres du sol, sans aucun 
truc mi supercherie, pendant 
quelque cing A dix minutes au 
moins, et le tout sans commen- 
taires. 

«Viens avec moi dans le vide» 
Je peins d’aprés modeéle le plus 

souvent et méme avec 13 collabo- 
ration effective du modéle depuis 
quelques années déjé. En effe:, 
depuis longtemps, je me deman- 
dais pourquoi jes peintres figura- 
tifs ou méme abstraits quelque- 
fols. tel Fautrier par exemple, 
ressentent Je besoin de peindre 

d'aprés des nus. La raison de 
ehercher une forme vivante hu- 
maine 4 dessiner et & copier 
d’aprés nature ne suffisait pas; 
je sentais qu'il y avait autre 
chose, Le modéle nu apporte ja 
sensualité. dans 1l’atmosphére. 
Attention! pas la sexualité! 

Le modéle erée le climat sen- 

THEATRE 
@ Suite de la premiére page 

eat son public, et son triomphe 
ou son désastre. Rapidement, 
Vauteur n’est méme plus 1a lui- 
méme, et pourtant tout conti- 
nue... 

.-Vivre une constante manifes- 
tation, connaitre la permanence 
d’étre : étre 14, partout, ailleurs, 
dedans comme dehors, une sorte 
de sublimé du désir, une matiére 
imbibée, imprégnée dans < par- 
tout +... et tout continue, mono- 
théatre, hors du monde psycho- 
Togique enfin... Liavenir du théa- 
tre; c'est une salle vide : ce 
n'est plus de salle du tout! 

* 

Ce manifeste de 1054 m'’a, de- 
puis, inspiré des propositions 
médilatrices telles que celles qui 
vont suivre : 

Créer une sorte de théatre 
privé, & fréquenter (affective- 
ment), par abonnement. 

Les membres regoivent chaoun, 
en échange de leur cotlsation, un 
siége A leur nom dans la salle 
vide du thé@tre of se donne la 
constante manifestation sans ac- 
teur, sans spectateur, etc. Cette 
constante areprésentation, dans 
cette salle ol ne péndtre plus 
Personne aprés son installation, 
doit avoir des moments plus in- 
tenses que d'autres; signalés, au 
début, aux abonnés, par un pro 
gramme qu'ils regolvent par la ~ 
poste ou... autrement | A ces mo- 
ments particuliers, le soir de 

DU VIDE 
préférence, ou au petit matin, au 
lever du soleil, le théAtre doit 
étre iltuming, -brillamment, de 
maniére que cela se voit bien de 
Yextérieur (1a situation idéale 
dun tel-thédtre, pour l'instant,| 
serait & Paris, celle du Marigny,| 
par exemple). 

Encore ‘une fois, je le répéte, 
tout est fermé, personne ne peut) 
entrer a l'intérieur, seul Ie bu-) 
reau de location a Ventrée est| 
ouvert pour que les retardataires 
et non abonnés puissent, au der-| 
nier moment, louver Jes quelques 
défections avant chaque mani- 
festation. Le directeur d'un tel 
théA@tre devra rechercher dans la 
ville, & la campagne ou aul cours 
de longs voyages effectués A cet 
effet, les acteurs qui conviennent 
et ainsi constamment renouveler 
la troupe. Les acteurs seront 
cholsis Par lui dans la rue, par~ 
tout ou ailleurs, ef devront s!- 
gner aussit6t un contrat ferme, 
avec avance sur leurs honoraires, 
raires. 

Le nouvel ecteur alps! cholsi 
n’aura rien d’autre A faire qu’d 
savoir qu’ll est un acteur et a 
passer pour toucher ses cachets 
aprés chaque séance ou <« au mo- 
ment d’hyper intemsité » indiqué 
dans"le programme des abonnés. | 

Aprés avoir ainsi été engagé, 
lacteur s’enfuira chargé de cette 
nouvelle et grave responsabilité 
q@étre un acteur et disparettra 
dans la foule, dans la société, 
pour devenir enfin un visiteur 
sérieux dans Je gigantesque mu- 
sée du temps passé qu'est de- 
yenu le monde moderne d'aujour- 
@hui | 

suel “& l'intérleur de 1’atelier, 
comme éventuellement & l'exté 
rieu, qui permet de stabiliser 
Ja matiére picturale. O'est le 
gros bon sens & ne pas rom- 

pre quand l’artiste s'enferme 
dans les sphéres de création d'art 
avec le centre de gravité des va- 
leurs charnelles dans le sens de 
Ja vraie foi chrétienne qui dit : 
«Je crojs & l'incarnation du 
Verbe, je crois & la résurrection 
des corps» et il se trouve, ia 
aussi, le Vrail sens du théatre du 
Verbe : le Verbe, c'est la chair! 

J’al done pris des, modéles, j'ai 
essayé; c’étalt tr beau. La 
chair, la délicatesse de la peau 
vivante, sa couleur extraordi- 
naire et si paradox2lement inco- 
lore & la fois me fascinaient. 

Mes modéles riajent beaucoup 
de me yolr exécuter d'aprés elles 
de splendides monochromes bleus 
bien unis! Elles riatent, mais de 
plus en plus se sentalent attirées 
par le bleu. 

Un jour j’af compris que mes, 
mains, mes outils de travail pour 
manijer la couleur ne suffisaient 
plus, O'’était le modéle Ilul- 
méme qu'il me fallait pour pein- 
dre Ja toile monochrome... Noa, 
ce n'était pas de Ja folie éroti- 
que! 

C'était encore plus beau. J’a 
jeté une grande toile blanche par 
terre, j'ai vidé au milieu vingt 
kilos de bleu et le modéle s'est 
littéralement rué dedans; elle a 
peint le tableau en se roulant sur 
ja surface de la toile dans tous 
les sens, avec son corps. 

Je) dirigeal lopération debout, 
en tournant rapidement tout au- 
tour de cette fantastique surface 
au sol guidant tous les mouve- 
ment et déplacements du modeéle. 
La file, tellement grisée par l’ac-~ 
tion et par le bleu'vu de sl prés 
et en contact avec sa chair, finis- 
Sait par ne plus m’entendre lut 
hurler : « Encore un peu plus 
& drofte, JA, revenez en vous rou- 
Jant sur ce cOté-la. cet espace 
n'est pas encore couvert dans cet 
autre coin-ld, venez y appliquer 
votre sein droit, etc. » 

I n'y a jamais rien eu d’éro- 
tique, de pornographique ni de 
quoi que ce soit d’amoral dans 
ces séances fantastiques; dés qu? 
le tableau était terminé, mon mu- 
déle prenalt un bain. Je ne les 
ai jamais touchées, d’allleurs, 
c'est pour cela qu'elles Avalent 
conflance et qu’elles aimaient o 
collaborer et aiment encore col- 
laborer ainsi, de tout leur corps, 
A ma peinture. Et puls c'était la 
Solution apportée au probléme de 
la distance en peinture : mes pin- 
ceaux étaient vivants et télégul- 
dés. 

Avec moi elles comprenaient, 
elles faisalent quelque chose, elles 
agissaient. Avant, avec les figu- 
Tatifs qui les dessinatent, elles se 
reconnaissaient aprés sur les 
peintures. Ensuite sont venus les 
abstraits et alors c’était’ inquié- 
tant, psychologique, malsain. 
Elles ne comprenaient plus & quoi 
elles servaient en fait. 

Avec moi, @u début, elles m'ont 
cru fou; apres, elles ne pouvalent 
plus se passer de venir poser 
pour mol ou plutét de venir tra- 
vailler avec moi! 

C'est ce que je veux représen- 
ter sur scéne avec, comme fond 
musical, la chanson « Viens ayec 
moi dans le vide», musique Hans 
Martin Majeski. 
Quand je pense & toi 
Le méme réve revient toujours 
Nous marchons enlacés 
Dans le chemin sauvage de nos 

¥ (vacances 
Et puls, peu & peu, 
Tout semble disparaftre autour 

(de nous 
Les arbres, les Meurs, Ja mer 
Au bord du chemin, 
1 n'y*a plus rien non plus sou- 

Wanton (dain 
Nous sommes A notre bout du 

{monde 
Alors... Allons nous retourner ? 
Non.., Tu dis non je sais 
Viens avec moj dans le vide! 
Si tu reviens un jour 
Toi qui réves aussi 
A ce vide merveilleux 
A cet amour absolu 
Je sais qu’ensemble, 

Sans aucun mot & nous dire, 
Nous nous jetterons 
Dans Ja réalité de ce vide 
Qui attend notre amour, 
Comme mol je t’attends chaque 

Qour : 
Viens avec moi dans le vide! 

1957. 

Conclusion 

sSi mal, il y a; «...Je n’at 
pas voulu ga!» 

Voir dans Naturemétrie de 
VEpoque bleue le développement 
Pictural de cette proposition. 

Ballet du feu 
Dans un jardin : un immense 

écran hémisphérique de papler 
blanc ignifugé de mantére 
que le feu d'une lampe a souder 
Je perfore mais sans Je faire s'en- 
flammer, 

Le public: assis face A cette 
surface blanche unte voit soudain 
une flamme apparaitre aprés 
avoir en une fraction de seconde 
foré un trou. La flamme dispa-~ 
rait — derritre I’écran de pa- 
pier des hommes munis de lam- 
pes & souder dessinent ainsi sur 
toute la surface de 1] écran, par- 
derriére, des vides au feu. 
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Stupéfaction 
Les spectateurs convoqués en- 

trent dans une salle vide dont te 
80] est recouvert de riches tapis 
trés épais en longue laine blan- 

che et ot leur sont distribuées des 
pillules bleues & consommer sur- 
le-champ. 

Deux ou trois minutes plus 
tard, les personnages ayant con- 
sommé ces pilules tombent sous 
Veffet du stupéfiant : c’est-d-dire, 
lune dgréable torpeur dynamique 

monochrome 
dans laquelle apparait un espace 
immerse intérleur comme exté- 
rieur bleu, bleu uni monochrome. 

(Cependant, dans ce bleu, deux 
autres couleurs semblent bien dis- 
tinctes et séparées les unes des 
autres : c’est l’or et Je rose, mais 
tout est bleu uni I.K.B. en fin 
de compte.) 

C'est la béatitude des paradis 
artificiels en bleu, 

Tout le monde s'y prélasse. 

Les cing salles 
Le lien entre l'esprit et la ma- 

tiére est l’énergie. Le mécanisme 
combiné de ces trois états donno» 
notre monde tangible, prétendu 
réel] mais éphémére. C'est ains} 
que depuis si longtemps le théa- 
tre est spectacle, et nous ne sor- 
tirons de ce désastre que lorsque 
nous prendrons la déclsion d/étre 
indifférents vis-A-vis de l'énergle. 
C'est & ce moment-ld que se fera 
Villumination extraordinaire et 
extra-dimensionnelJe et l’on sera 
alors dans l’esprit et Ja matiére, 
en direct! 

La manifestation en cing salles 
parcourues par les spectateurs 
traimant des boulets aux pleds 
est une proposition dans cet 

esprit. 

1. — Entrée par la salle des 
neuf tableaux monochromes 
bleus, tous du méme format et 
du méme bleu .K.B.) (1). 

2, — Passage dans la salle vide 
entiérement blanche immaculee 
«sol y compris) (KI) (2), 

3. — Passige dans la salle des 
neufs Monogolds du méme or fin 
999,9 (I.K.G.) (3) et toujours tous 
du méme format que les précé- 
dents bleus de la premiére salle. 

4. — Passage dans la salle vide 
obscure presque noire (I.K.N.) (4). 

5. — Passage dans 14 salle dos 
neuf monopincks toujours du 
méme format que les bleus et ors 
des salles précédentes (couleur 
exacté : I.K.P. (6) Iaque de ga- 
Fance rose..,) sortie. 

Dans le méme ordre d’A-ldée, 
une manifestation avait été prée- 

vue en 1958 en collaboration avec 
Jacques Duchemin. 

Le but essentiel était de rendre 
hhommage a Sa Sainteté le pap> 
Jean XXII, 

Une grande salle carrée : sur 
Yun des murs, un immense ta- 
bleau bleu monochrome 1.K.B., 
sur le mur en face un immense 
tableau blanc monochrome de 
méme format qui tourne au bleu 
en V'espace de trente minutes 
exactement. 

Sur les deux autres murs, deux 
tableaux, toujours du méme for- 
mat, l'un rouge et l'autre yert, 
qui devajent se dissoudre dans le 

méme temps de trente minutes i. 
pelne exposés 4 l’alr ambiant de 
Ta salle, 

Le théme de la manifestation : 
«Le Mal et la Guerre disparais- 
sant devant Jean XXII», 

Le public aurait été Invité et 
méme entrainé & entonner uno 
Te Deum durant les trente minu- 
tes de Ja manifestation 

(1) 1.K.B. = Internationa! 
Klein Bleu, 

(2) L.K.T. = International Klein 
Immatériel (vide). 

(3) LK.G = Internationa: 
Klein Gold. 

(4) T.K.N. = International 
Klein Néant, 

() I.K.P. = Internationat 
Klein Pinck. 

La guerre 
Petite mythologie peresonnelle 

de la monochromie, datant de 
1954, adaptable en film ou 

en ballet 

(Avertissement Jal tenu a 
Jaisser ce texte intact, tel qu'il 
a été écrit en 1954. D est certain 
qu’aujourd'hul je le trouve un 
peu najf et n’emploierais plus 

Sans doute Jes mémes termes.) 

* 
Deux principaux personnages 

abstralts; Ja Mgme et la couleur, 
qui se combinent, se multiplient 
et s‘Interpénétrent par la suite. 
Pour tout décor un immense 
écran hémisphérique (écran des- 
tiné A recevoir en transparence 
Ja projection d’un film en cou- 

Usse, ou de front). 

* 
Premier Tableau: Projection 

d'un blane intense et immaculé 
sur l'écran pendant quatre se- 
condes, 

* 
Deuziéme Tableau ; Passaze 

progressif du blanc 4 J’or (cou- 
leur de lor fin 999.9) quatre se- 
condes fixes avec ]’éclosion d'un 
son continu monoton (ongueur 
donde de lor). 

* 
Troisiéme Tableau : Passage 

progressif de l'or au rose Jaque 
de garance, rose carminé). Pas- 
Sage progressif du son continu or 
au son continu rose, Quatre se- 
condes fixes de rose sur 1’écran 
@insi que quatre secondes de mo- 
noton rose. 

* 
Quatriéme Tableau : Passage 

progressif du rose au bleu (bleu 
LE.B.). Passage progressif du 
son continu rose au son continu 
bleu. Quatre secondes bleu fixe 

sur I’écran accompagnées de qui- 
tre secondes de monoton bleu. 

* 
Cinquiéme Tableau ; Sur l'ima- 

ge bleu uni apparajt soudain, gl- 
gantesque, une main (empreinte 
préhistorique de main, Castello, 
Espagne, abbé Breuil). Un fort 
A-coup dramatique dans le son 
continu. 

* 
Commentaire : Profitant d'un 

besoin qu'épreuve le premier 

homme de projeter sa marque 
hors de Jui, la ligne qui ne se 
trouve nulle part en fait dans 
Vespice incommensurable depuis 
Véternité, mais qui pourtant esc 
ld, et attend, réussit A s'intro- 
duire dans le royaume jusqu’lct 
inviolé de la couleur et de l’es- 
pace. 

* 

Tet départ de la composition en 
musique concrete. 

ee éventuel aussi du bal- 
et. 

* 
Les danseurs qui, jusqu’é pré- 

sent, se tenalent couchés sur la 

seéne invisibles, se relévent len- 
tement devant l'écran et com- 
mencent i danser les contours dé 
la main gigantesque projetée sur 
l’écran, Lentement, la main s'ani- 
me sur |'écran. La main disparalt 
progressivement, trois doigts, puis 
deux seulement, dessinent dans 
la glaise découverte des traces 
linéaires... Apparaissent alors 
successiyement les tracés Aux 
doigts: préhistoriques releyés par 
V’abbé Breull A Ornos de la Pena 
et Alta Mira, Espagne. 

Les danseurs, dans leurs mou- 
vements, sulvent les tracés digi- 
taux sur l'écran. 

Dans le méme temps une must 
que concréte linéaire suit le trace 
des doigts. 

L’homme dans cette partie du 
ballet découvre toutes les formes 
de ls nature, les formes du mon- 
de de la réalité tangible et sen-~ 
suelle sur laquelle yiennent de 
s'ouvrir ses yeux. Il découvre les 
formes de la femme au mémé 
titre que celles d'un’ rocher, d/o 
lion, d'une plante, et 1A peut 
s’ajouter une danse légérement 
suggestive, voire méme érotique : 
la découverte mutuelle de 1'émo- 
tion affective sensuelle entre 
Vhomme ¢t la femme. 

Puts, c'est l’époque du meur- 
tre (Abel et Cain) le passage défi- 
nitif du réye A Ja réalité. 

* 
A PARTIR DE CE MOMENT 

C’EST AU CHOREGRAPHE 
EVENTUEL A DECOUPER CE 

QUI VA SUIVRE EN TA- 
BLEAUX. 

* 

Rapidement maitrisée, Ja pure 
couleur, Ame universelle dans |a- 
quelle baignalt celle de l'homme 
en état de paradis terrestre, est 

emprisonnée, compartimentée, cl- 
salllée, réduite & l’esclavage. Sur 
Vécran, projection des tracés cer- 

nés de rouge de Ornos de !a 
Pena ou de Pech-Merle dans le 
Lot; tracés australiens de Ja Tri- 
bu Worora, Port George, agré- 

mentés aussi de pieds. 

La musique coneréte continue 
en s’adaptant aux images proje- 

tées sut I’écran, 

* 

Dans la joie et le délire de sa 
victoire par ruse, la ligne subju- 
gue l'homme et lul imprime son 
rythme abstrait 4 Ia fols Intel- 
lectuel, matériel et émotionnel 
Le réalisme va apparaitre bien- 
tot. 

* 

Le premier momerit de stupé- 
faction passé, l'homme préhisto- 
Tique réalise qu’ll vient de perdre 
Ja vision, 

D1 se ressaisit en découyrant 
Ja forme dite figurative. 

Réalisme et abstraction se com. 
binent dans un horrible mélange 
machiavélique qui devient la vie 

humaine terrestre et c'est la mort 
vivable : « L’horrible cage »... 
comme dira Van Gogh plusieurs 
millers d’années plus tard. La 
couleur est asservie par la ligne 

qui devient I’écriture... 

Sur I’écran, projection de cer/s 
schématiques' et de chasseurs de 

Nuestra Senore de] Castillo, Al- 
maden, abbé Breull, Hordes 
guerriéres de Cueva del Val del 
Chareo del Agua Amarga, Ter- 
ruel, Musique concréte agrémen- 

tée de rythmes négres, 

Celte éerlture d’une fausse Téa- 
1ité qui s’élabore, la réalité phy- 
sique figurative, permet A la 
ligne de s’organiser presque déti- 
nitivement déjd, en terrain con- 

quis. 

Son but: ouvrir Jes yeux de 

Vhomme sur le monde extérieur 
de la matiére qui l'entoure et lui 
permettre la marche vers le réa- 
Ysme. Au loin, dans l'homme, 
s'éloigne, sans pouvoir je quitter 

tout & fait cependant, sa vision 
intérieure colore perdue, A la 
place de laquelle se crée une 
sorte de yide atroce pour les uns, 
bouleversant ou mervellleusement 
romantique pour les autres ep de- 
vient Ia vie intérleure, J’Ame 
déchirée par l'actualité de la Ii- 
gne. 

La couleur souillée, ‘humiliée. 
vaincue. ya cependant préparer 
tout au long des sitcles une re 

yanche. un sduléveément plus 
fort aue tout. Sur l’éeran, pro- 
jection de figures courantes, de 

Bassonto, Afrique du Sud. Bi- 
sons de Lascaux ayec larges ta- 
ches de couleur rouge et verte. 
Chevaux de Lascaux, puls ta- 
ches de couleur indépendantes 
du dessin. Dessins grayés abs- 
traits sur objets néolithiques, 0% 
gravés, cerfs réduits 4 des si- 
gnes, Andalousie du Sud relevés 
par Vabbé Breull. 

* 

Enchainement musical sur Ja 
« Messe des pauvres » de Eric 
Satie. 

Ains{ l'histoire de Ja tres lon- 
gue guerre, de la ligne et de la 

couleur commence avec celle du 
monde, de l'homme et de la elvi- 
sation, 

* 

La’ couleur ‘héroique fait dgs 
signes & l'homme toutes les fois 
qu'il ressent Je besoin de peindre 
(phénoméne de tentative faite 
par le corps affectlf pour une l- 
bération dans espace) qui lul 
vient de trés Join en lui, d'au- 
deli de son ime... 

La couleur cligne de Yoel) i 
homme, enfermée dans les for- 
mes par le dessin. Des millénai- 
res passeront avant que |"homme 
comprenne ces appels déses- 
pérés et se mette tout A coun 
fébrilement & l'action pour déli- 
vrer Ja coul comme jul-méme. 
Le paradig“est perdu, l'encheyé- 
trement des lUgnes devient ¢om- 
me les barreaux d'une véritable , 
prison qu’est d’ailleurs, de plus 
en plas, ja vie psychologique 
humaine. Le drame de Ja mort 
inévitable « des mortels » ott ils 
sont, entrainés par la coexis- 
tence orageuse de Ja Ugne et de 
la couleur en guerre, provoque 
Ja natssance de J’art. 

* 
Cette lutte pour le création 

éternelle, et surtout {mmortelle, 
pour arriver & transmuer dans 
l'objet, dans Ja forme, dans le 
son ou dans l'image, en Ja fa- 
connant, cette dime universelle 
colore qui est Ja vie elleméme 
conquise, envahie, brimée par la 

ligne, puissance magique du mal 

et des ténébres, terrible. parce 
qu'elle tue. 

De la situation des formes fi- 
guratives et de |'enchantement 
que }'homme ressent A séparer 
le dessin de Ja couleur qui lui 
laisse toujours une impression 
vague de remords lorsqu’th ne le 
fait pas, nait lécriture. Sur 
Iécran, défilé de piéces muitres- 
ses illustrant toujours les pre- 
miers symptomes de la naissance 
de l'éeriture ; véritable et unique 
mission valable de la ligne et du 
dessin. Hiéroglyphes. La cou- 
leur soulagéé respire et redevient 

pure bien que toujours prudem- 
ment compartimentée dans 
l'Egypte anclenne. Chaque caste 

& ses couleurs (rituel des cou- 
leurs). Amérique : Civilisation 
aztéque, toltéque, maya. 

* 

En Chine, Ja couleur semble se 
libérer par un truchement, une 
ruse (plutét encore, ici, le ca- 
ractére rituel de Ja couleur au- 
quel tente & se substituer le sym- 
bolisme graphique, lidéogra- 
phisme). 

La coweur envahit dans les 
images les surfaces avec. délica- 
tesse et le dessin semble lui étre 
soumis pour un temps ; mals ce 
n'est pas par des ruses que la 
couleur velit se libérer, elle le 
sent bien. 

C'est dans le monochrome, en 
effet, que la peinture chinoise a 
excellé, notamment a 1l’époque 
des « Song ». Parfois l'artiste 

ajoute aux teintes plates un 
pointillé A l'encre qui permet 

d’obtentr des jeux de lumiére. 
Les plus anclennes peintures mo- 
nochromes sont d’un style sé 
vere : tel le célébre rouleau de 
sole, conseryé au ‘British Mu- 
seum, A Londres (ceuvre du pein- 
tre Koukai-tehé, Iv» siécle). Ce 
niest qu’au XIII sitcle que les 
tons violents, rouges et pourpres, 
font leur apparition. Mais ce 
pendant Ja couleur reconnait 
elle-méme que ce Clatr-obscur, 
cette peinture délicate d’atmo- 

sphére, ces nuages de ton et de 
demt-ton passant sans heurt de 
Yun & Vautre, blen que trés peu 
striés par le dessin, ce n'est pas 
une vrale victoire’! Ce n’est 
qu'armistice et tout au plus com- 
promis. La couleur me veut pas 
d'une fausse lbération. Bile veut 
une vrale victoire hors de tout 
malaise. 

Blentét grice & de telles ten- 
tatives de coexistence, la LUgne 

arrive & se faire aimer, ou plutot 
estimer, par la couleur (régne du 
concept forme + couleur, caté- 
Gorles -logiques de la yision com- 
me de l’entendement). Couleur 
et dessin s’adaptent: }'un ® T'au- 
tre et une'v'e morbide, mats via- 
ble, s’installe .et prend forme. 
Les civilisations devant la seule 
ment apparence de palx qui ré- 
gne entre les deux ennemis 
s'adonnent ‘aux arts picturaux 
(les grands mythes nalssent), la 
couleur, comme 1a ligne, est 
plus ou moins mise én valeur 
selon les époques. Sur 1'écran, 
observation sur’ les couleurs et 
lignes dams chacune de ces civi- 
Usations, Défilé de pieces maf- 
tresses montrant, tantot la supé 
riorité de la ligne, tantét celle de 
Ja couleur (déduetions psychologt- 
ques). Ligne et couleur s’affron- 
tent dans toutes jes ciyflisations 
sulvantes. 

Les spectoteurs assis sur la chaussée dans Ja rue sont contemplés par les acteurs sur les trottoirs ! 

Observation et imagerie compa- 

rées sur. l'écran : 

* 
L'Inde, les Etrusques, le Ja- 

pon, civilisation d’Asie Mineure, 
Moyen-Orient, Gréce, Rome. La 
religion qui défend souvent la re- 

présentation figurative dans 
Vart, la couleur chez les Négres ; 
bien montrer le « rituel ». 

* 
Le monde pictural cbrétien 

voriental et occidental, 

* 

Les enluminures _irlandalses 
abstraites, le Moyen Age en Eu- 
Tope. ia 

* 
Les primitifs itallens, la Re 

maissance, pour atteindre jus- 
qu’a nos jours, c’est-a-dire 
d'abord par Jes précurseurs de 

V'impressionnisme. 

* 
Dernier’ sursaut et tentative de 

défense de Ja ligne’ dans l’oppo- 
sition Ingres-Delacroix. « La 
couleur, disait Ingres, ajoute des 
ornements a Ja peinture (il en- 
tendait dessin, composition), 
mais elle n'en cst que la dame 
d’atour... » 

Mais Delacroix recopiait dans 
son journal des observations qui 
Vavaient frapp¢ : « Les cou- 
leurs sont la musique des yeux... 
Certaines harmontes de couleurs 
produlsent des sensations que la 
musique, elle-méme, ne peut pas 
atteindre ». 

Trés important, le concept . 
lycisme retrouvé, 

* 
Opposition entre’ le pouyoir ri- 

tuel essentiellement affectit de 
Ja couleur et le symbolisme ra- 
tlondlisant du grapbisme. 

* 

L'histoire de l'art c'est \’dmhe 
de Vhistoire des peuples. Les 
peuples heureux n’ont pas d'his- 

tolre : or, les peuples heureux 
sont ceux chez ‘qui régne la paix, 
ce qui fait que pour qu'une his- 
toire de l'art existe, comme une 
bistolre des peuples, il faut tout 
simplément qu'il y alt de la 
guerre } I) faut de la guerre et 
puls de Ja paix, et ensuite de la 
guerre A nouveau et de Ja paix 
encore — Dualité - Duel - Con- 
traste - Opposition - Progres- 
sion et éyolution par comparat 
son et analogie. 

O'est ce qu'on peut reprocher 
& l'art, sauf quelques exceptions, 
c'est, justement, de n'avolr été 
jusqu’& ce jour qn’une histoire 
de Vart, une sorte de constant 
témojgnage de 1l'époque, Bien 
sir, bien des géntes ont vécu 
tout.de méme en véritables artis- 
tes ; c'est-d-dire plus ou moins 
inconsciemment transportés par 
leur art blen au-dela, en marge de 
leur époque,  parfois en avance 
de quelques siécles, souvent en 
arriére d’autant. 

Mais c'est ce lien invisible, 
cette colle qui tient tout l'uni- 
vers & travers le temps et qui 
est étermelle, qui devrait étre per- 
gu et transmué dans la créa- 
tion d’art. Les artistes vér'tables 
devraient étre comme des pro- 
phetes de la paix, profonde et 
viol d'intensité, plus forte 
que la guerre destructrice. Au- 
jourd'hul, Ja ligne est poursuivie 
jusque méme dans ses retranche- 
ments les plus sirs par cette né- 
cessité de l’absolu A retrouver. 
‘évolution trés rapide de ces 

‘dernitres années dans Ja calli- 
@raphle japonaise en est la 
preuve, la Ugne dispsrait, se 
transforme plutét en-des formes 
dénuées de contours, ou presque, 
et remplissant toute la surface 
d'une maniére presque uniforme. 

* 

La ligne jalouse de Ja couleur 
‘habitante authentique de l'espa- 
ce tente de se libérer de sa con- 
dition de touriste de l'espace : 
le trait se dissout et envahit la 
surface picturale. C'est la décou- 
verte de la dominante toute- 
pulssante 4 révéler au grand 
jour, 'évolution permet cette 
initiation qui raménera tout dans 
Vordre. Tous désirent, partout, 
la paix véritable : non pas ce 

mot ple'n de fausseté et malhon- 
néte : « La Paix des Nations », 
mais ce:te palx ineffable dans 
la nature et dans l'homme 
d@ayant l’intrusion de Ja ligne 
dans Ja couleur. 

* 

Aujourd’hul, le calligraphe 
Japonals pourrait presque rem- 
plir de sa présence qualitative 
spatiale, d'une maniére égale et 

unie, une surface donnée, le ré- 
suitat seralt une dominante par- 
tout imprégnée de lul-méme par 

son choix et sa qualité de créa- 
teur. Plus de barreau psycholo- 
gique linéaire, Devant Ja surface 
colore, on se trouve directement 
devant la matiére de J'Ante, 

Le dessin c'est de l'écriture 
dans un tableau. On dessine un 
arbre, mais ga reviendralt au 
méme de peindre une couleur et 

d'éerire & cété * arbre. Dams le 
fond, le vrai peintre de l’ave- 
nir, ce sera un potte muet qui 
n'écrira rien mais qui racon- 
tera, sans articuler, en silence, 
um tableau immense et sans (~ 
mite. 

* 
Chez les Egyptiens, la ligne 

sentant le danger de I'tnsurreo- 
tion continuelle de la couleur 
valncue et occupée par elle tente 
de remporter une victoire psy- 
chologique en imitant la nature, 
« toute sensibilité », de Ia cOu- 
leur, elle aménera alors A la 
fausse illumination du plaisir. 
presque toujours sensuel, des 
sens et de l'cell en particulier. 
Les, artistes seront alors des es 
thétes, abstraits ou réalistes ; em 
passant par toute la gamme de 
la figuration, la couleur agonise 
pits $e ressaisit. Tl y 2 des pac- 
tes traités entre les deux adver- 
saires avec lavénement de telles 
ou telles civilisations. Souvent 
fl arrive que la couleur parviert 
& dominer sans pouvoir jamais 
toutefois se défaire complétement 
de la ligne. 

* 

Tl apparait toujours tout au 
jong de l'histoire de I'art, qu'il 
est incompréhensible, inyraisem- 
blable et pourtant vrai que, pra- 
tiquement les artistes alent 
toujours chofsi pour théme émo- 
tif ce qui est éphémére ou fr- 
réel! 

Cependant, le pouvoir de 
Vimage est tel que l'on voit, 
tour A tour, les civilisations en- 
teres affolées interdire tantot 
la figuration, tantét l’abstrac- 
tion. 

* 

Parvenu au nadir du matérie- 
lisme au XX: siécle, le voile du 
temple de art se déchire enfin, 
Vinitigtion est pour tout Je mon- 
de et chacun pourra apprécler et 
profondément comprendre 1’art, 
autrefois réservé sux rares pri- 
vilégiés. Dans les. premiers cha- 
pitres de son. traité, de 
Vinct s'évertue & démontrer la 
supériorité de la peinture sur Is 
poésie, 1a musique et la sculp- 
ture. 

La peinture et l'art sous ton 
tes ses formes inqulétent Ja mas- 
se, On reconnait & l'tmage les 
possibilités d'exploration de l'tin- 
conscient. Des recherches cons- 
clientes ou inconscientes s’entre- 
prennent pour retrouver quelque 
chose d’oublié, mals que tout le 
monde ressent. 

La connaissance du réel four- 
nie par nos sens est & Ia base 
Met essen) Te Ae 
analogue sera la notion que 4’en 
construit l'inteHigence. 
Ya rappelé : « La prise physt- 
que, de méme que celle des mots 
ou des notions claires, défatille 
dés que I’on passe ds ce qui se 
définit par une forme 4 ce qui 
se ressent par son intensité ou 
sh qualité seule. Tl n'y @ d'idée 
elaire ou distincte que par ana- 
logie avec Jes sépatations de 
Tespace. La sensibilité pure eat 
confuse... Elle n'est que durée ; 
done communicabilité. » 

« enfant s'est couché. La 
chambre est obscure. Il ferme les 
yeux, 2 eppule deux doigts ten- 
dus en fourche sur ses paupiéres. 
Et f voit de grandes flammes. 
Tl les voit et cependant elles 
sont 18 of sént ses yeux, plus 
profondes mé@me dans sa téte, 
Mais il n’y a plus ni dedans ni 
dehors, plus d’objets, plus d’yeux. 
Lienfant voit, tout simplement 
de Ja couleur intense. Il 6te main- 
tenant ses mains de sea yeux et 
c'est un merveilleux assemblage 
de Josanges accolés, mobiles com- 
me de l'eau, doux comme du 
yelours qui serait Uquide et ré- 
pandraft Ia phosphorescente Tu- 
mitre comme des fleurs d’ar- 
buste dans Ja nuit. 

Mais cette étonnante lumiére 
n’est ni du jour ni de la nuit, 
Elle est immuable et pourtant 
tremble doucement. Elle est 1A 
dans sa téte depuis toujours, ¥ 
restera-telle toujours? Et Ja 
couleur est plus belle que toutes 
couleurs sur terre, somptueuse 
comme Ja couleur chargée des 
pengées du jardin, mais sans 
cette apparence d’étoffe ancienne 
moisie on no salt oi. Lenfant 
appelle sa mére et lui demande; 
« Qu’est-ce que c'est que l'on 

volt quand on ferme les yeux? » 
Mais sa mére ne comprend pas 
dabord, il explique et sa mére 
lut répond : « Tl ne faut pas 
faire ca... tu deviendrals aveu- 
gie! > 

@ SUITE EN PAGE 4 



La guerre (suite) 

Delacroix et te réalisme ro- 
mantique : Le 20 février 1824, 

F 5 z Ps i 2 8 
montre rien au-delA du fini. Le 
mérite du tableau est l'indéfinis- 
sable; c'est justement ce qui 

BeeHe TEES pI g “a s t ob a lasiy ee site cl is see af i itl egerareres 

on Ya fait, V'importance des 

tant. it, tandis 
leur mélange offre un aspect 
Jourd et terrenx. ont préco~ 
nisé, dés lors, l'emploi de Ja cov- 

muuel Alors, dans ce cas, no} 
sommes bien Ubérés de ces deux, 
cd ‘Mais, en tout 

tiellement et ex- 
chisivement humain a été porté 
4 son comble de ot 

dement des anthropophages. 
« Le peintre de l'avenir c’est 

sin du tableau, la vie d’un monde 
colore, libre et vrat. 

C'est, Je crois dams ce sens 
que Van Gogh youlait étre déll- 
vré par l’alchimie de la peinture 
« de je ne sais quelle cage hor- 
rible >. Ce que je peux suppor 
ter dans ma condition physique 
dhomme, c'est dhabiter une 
maison aux fenétres sans bar- 
reaux, alors ainsi la vie est sup- 
Portable. 
Tout cela fera bien rire ceux 

trop nombreux qui crofent que ta 
Solution se trouve dans. )’équill- 
bre. L’équilibre du dessin et de 

\ 
Et cest ainsi qu'un nouveau 

déluge rayagera bientdt Vespice 
humaine en quéte d’équilibre et 
qui ne le trouvera jamais parce 
qu'll n’a pas a étre trouvé : la 
destinité de Vhomme c'est sa 
chair, sa vie, 

Tl est & remarquer dans }art 
que dés que les éyénements s’as- 
sombrissent, il y a toujours en- 
vehistement des lignes sur le ta- 
Dleau. Les années difficiles de 
m'importe quelle vie de civiliss- 
tion ou méme simplement encore 
& T'échelle de la vie humaine et 
indlviduelle, sont stri¢es immé- 
diatement et obscurcies de lignes 
dans leur art pictural. Pour en 
Tevenfr & l’équilibre, c’est une 
position qui ne vaut rien, c’ést 
dans son élément, dans sa race, 
dans son soi et dans sa domi- 
nante qu'il faut rechercher la vie 
@ Ia paix : Ja dominante hu 
maine est colore, toute une im- 
mense évolution & travers les 

Ages le prouve et tend vers la 
découverte du mystére de Ja cou- 
leur. 

couleur, notre vie. 

* 

Le dessin dans la peinture, 
c'est de I'écriture autour d'un 
état d’Ame! Cette écriture expli- 
que et décrit des absurdilés et de 

« Les peintures ont leur yie pro- 
pre qui vient entitrement de 

Dropre 4me en en extirpant, avec 
ow sans douleur, ou avec joie. 
pour chaque tableau, des lam- 
beaux pour les transformer, par 
Valchimie de In peinture (génie 
créateur) en matiére de l’ame 
éphémére périssable et ie. 

* 

Le peintre, comme le Christ, 
dit la messe en pelgnant et 
donne son corps de lime en 
nourriture aux autres hommes ; 
fl réalise en petit le miracle de 
la Céne dans chaque tableau. 
Jean - 6 - 53 ; « En yérité, en 
vérité, je yous le dis, si yous ne 
mangez le chair du fils de 1"hom- 
me ou si yous ue buvez son 
sang, vous n’avez point la vie 
en yous-méme,.. = 

‘Tout av long du ballet... ap- 
port éventuel de grands coups de 
vents, chauds, frolds ou tempérés 
— odeurs. 

Projet de balle sur aspect 

de fugue 

tcl _ces trols disciplines. Sur 
Yéeriture d'une fugue a quatre 

et choral 

cha- 
que groupe de couleur différente 
étant attaché a Yune des voix ut 
Ja représentant dans son évolu- 
Hon tantét principale, tantér mi- 
neure. 

De méme une. représentation 

PROGRAMME DU FESTIVAL 
DART D’AVANT-GARDE 

Paris, novembre-décembre 1960 
| Renseignements et location : 

ratiis ; Galerie des Quatre Sai- 
i, Studio Sancgh “al: 
framgaise ; agences et 

nique : Claude 
Vendredi 18 novembre : Pavillon 

de Versailles, américain, porte 
Arts Plastiques, 
tion® : Décors 

Scnneld 
Hajdu, Kémény, Nerelson, | Seui 

ine, Bellegarde, 
tet, Sato, Stein, = 
Teens - Mathieu, Michaux, 
Bryen. _ Nouveaux’ réalistes 
Hains, Rayese,” Ro! ‘Spoerri- 
Feinstein, Villegié, ¥, Klein - Eeti- 
vols, Isou, - Art et 
mouvement - B , Kra- 
mer, Mack. 3 Piene, Rot. 

‘Tinguely, Uecker - Architec- 
. Sermanoz, Gillet, Nevtrs, 

Wan der Roche, Schein. 
Lundi 2! novembre : Musée des 

décoratifs 21 hy - Cinéma", 
de formes animées : Rétro— 

Quatre Safsons, 21 hb. - Antholo- 
Se do la Potsic phonétique - Al- 
tagor, “Artaud. Bal!) Beauduin, 
Bryer. Dufréne, 

Tliazb, Isou, 
ior Lemaire, Monslue, Morgen- 

‘omerand, Schwitters, Seu- 
pbor, Wolman. 

Morered! 23 novembre : Ranelagh. 
21h. - Cinéma*, films récents de 

i Aiechtoses, Kawler, Reu- 
ot, 

= Gallerie de< 
Salsons, 21 &. - Posie 

Padjourd’hul : Artaud, Beckett, 
Bonne 

Jeudi 8 décembre: Mnsée des Arts 
Gécoratifs, 21h. - Danse : Isradl 
Noa Eskol : Art du mouvement. 

Lundi 12 décembre : UNES.C.O., 
2b. 20 = oiusaue, imentale: 

Mardi 13 décembre : Allance fran-| 
gaise, 21 bh - Mime : Maximilien 
Dectoux ; VWarlations sans thi- 
me : Le Fiéau, L’homme et Iz 
Plage. Zigzag. 

Mercredi 14 décombre ; Galerie des 
Quatre Saisons, 21 b - Théitre. 
Pologne = wel = 

Jeud{ 15 décembre : Pavillon amé- 
Fete Dette 6e Versailles, 21 h. - 

Siti, seénique Of asthe 

Picturale, en quatre couleurs, in- 
terviendra dans le décor : ains{ 
& Yentrée de chaque partie se 
juxtaposent sur un ryfhme com- 
mun |’entrée d'un groupe de dan- 
seurs et l'apparition d’ume cou- 
leur la méme que celle des dan- 
seurs, c'est-A-dire que le sujet er 
Je développement en divertisse- 
ment d'une voix auront trois ma- 
nifestations paralléles qui anime- 
Tont avec celles des autres voix 
les découpages de la fugue les 
plus multiples et les plus inté- 
rieurs. 
Un son monoton et tendu, se 

faisant entendre seul au début et 
a la fin du ballet, se soutient 
sans discontinulté durant la fu- 
gue et le choral. Ce son mono- 
ton et tendu se faisant en 
« contrepoint » ainsi que le ri- 

gZoureux et indéréglable dévelov- 
pement de la fugue tendront 4 
créer un étincelant climat de 
tension qui ne trouvera sa libé- 
ration que dens la pureté vivante 
d'un choral. Les danseurs, pour 
ayolr eu le courage consclent de 
s'engager dans la composition, a 
Dartir d’éléments simples et pre- 
miers, auront gagné, au sortir de 
ce comiplexe engrenage, le ‘rolt 
2u choral de Ja vie. 

Le décor informel s’organise 
en paysage de connaissance par 
Jequel s'évaderont quatre dan- 
seurs, A ceux qui se sont sou~ 
mis saps conscience, prostrés pen- 
dant le choral, ne soffrira qu'une 
solution : celle de suivre 4 re- 
bours l'irrémédiable processus 
qui leur a donné un instant la 
vision de ce qu'fls auraient pu 
étre. 
La méme fugue alors, comme 

si Yon inversait le sens de sa 
marche, entrera dans sa phase 
de destruction homothétique, 
Sulvant une simplification inexo- 
Table dans son expression musi- 
cale, chorégraphique et chrome- 

e. 
DETAIL. — Le lever du rideau 

déeouvre une scéne semi-circu- 
aire, d'une seule parol scintil- 
Jante de blanc, presque éblouts- 
sante, de telle sorte qu’on ne 
pudsse distinguer aucun azgle, ni 
avoir connaissance de la profon- 
deur du plateau, des dimensions, 
ni celles de Ja seéne, 
Son monootn grave Entrée de 

Ja premiére voix. Entrée Jinéaire 
de quatre danseurs. 

Entrée réponse de la seconde 
voix. Entrée de quatre danseurs 
bleus : fulzurance bleue dans le 
décor. Composition bleue — 
blanche sur scéne et dans le 
décor. 

Entrée de la troisitme voix 
— fugue a deux parties — deuxié- 
me sujet. La « téte > de ce sujet 
& la méme allure que la téte 
du premier, et entre consécuti- 
vement au rappel du premier 
sajet, 
Entrée linéaire de quatre dan- 

seurs or. 

Fulgurance or dans le décor. 
Bréye fugue & trois parties, 

composition blanche-bleue-or. 
aerate réponse de Ja quatriéme 

Entrée linéaire de quatre dan- 

Pulgurance rose, composition 
bianche-bleue-or-rose 
Fugue @ quatre parties. 

La fugue devient de plus ep 
Plus serrée, « stretto > au fur et. 

groupes de neuf, chacun en up 
costume classique (tutus et col- 
lants), les quatre ‘groupes sont 
d'une couleur différente : blanc, 
bleu, or, rose. Pour chaque dan- 
seur d'un méme groupe, les figu- 
Tes sont semblables et simults- 
nées, coordonnées d’one facon 
rigoureuse A la voix correspon- 
dante de la fugue. 
» Exemple : Chague fols qu’une 
voix imite son sujet d’entrée au 
cours de la fugue, les danseurs 
attachés & la volx imitent les 
phases de leur mouvement d’en- 

trée dans le méme enchainement. 
Au choral, Jes figures seront 

Ubres « vivantes >. La méme 
retenue qui, dans Ja premiére 
partie se retrouvera dans la re- 
prise, et Ja déconstruction de Ja 
fugue. 
Du décor = Sur l'entrée de la 

Premitre voix, apparition mono- 
chrome blanc. 
Sur Ventrée de Ja deuxiéme 

yolx, éclatement bleu, composi- 
tion du blanc et du bleu. 

Sur lentrée de Ja troisiéme 
voix, éclatement de l'or com- 
position du bleu et de lor. 
Sur l'entrée de Ja quatritme 

voix, éclatement rose de garance. 
composition du blanc, du bleu, 
de_Yor et du rose. 

Ces compositions seront ani- 
mées et rythmées, Ce rythme sera 
Je méme que cehii de Ja musique 
et du ballet et synchronisé avec 
Tut. 

DL est possible de réaliser cet ef- 
fet par projections de falsceaux 
Jumineux et cinématographiques 
sur la surface semi-circulatre, 

‘Troisitme partie 

Reprise de Ja danse fuguée sur 
Vaccori ou elle s'arréteralt dans 
Ja premilére partie. Le processus. 
de destruction pictural, chorégra- 
phique, musical, est le méme que 

la 

verse, en commengant par la fin ; 
c'est-a-dire que les volx sortent 

telle sorte qu'il ne reste au'une 
Ugne de danseurs blancs qui 
sortent pour Jaisser une scéne 
blanche. ébloulssante, sur un tou 
monotone graye. 
Fin, de Yobseurlté, son mono- 

ton des chanteurs, les quatre 
danseurs ont disparu, les quatre 
danseurs reprennent la danse en 
enchainant avec Ja fugue; le dé 
cor réapparait, crépitant de lu- 
minosité, de blanc, de bleu, d'or 
et de rose. 

La statue 
Lorsque je serai enfin devenu 

comme une statue par l’exaspé- 
ration de mon moi aui m'aura 
amené @ cette sclérose ultime... 

sortir de mol dans Is foule pour 
aller voir le monde, enfin. Per- 
sonne ne s’apercevra de rien car 
ils regarderont tous la statue et 
moi je pourral me promener, 
enfin libre... 

C'est alors que je réaliseral mon 
réve de toujours : devenir jour- 

La marque de |'immédiat 
En 1953, Je propose 4 um pro- 

ducteur de cinéma 4 Tokio de 
tourner un petit fm en couleurs 
sur un voyage visue] mystico- 
réaliste et trés contemplatif mais 
aussi dynamique gue possible. 1 
wagit de montrer 4 la fols, Ia 
surface des différentes matieres 
dans la nature comme de mon- 
trer aussi leur vie profonde plon- 
gée dans un sommel] apparent 
mais bien réveillée en fait. 

Je yeux montrer homme dans 
la nature par Jes traces et lex 
marques qu’ll y laisse malgré lui 
et qui sont toujours d’une gran- 
deur merveilleuse, artificielle, 
éphémére et pourtant indestruc- 
tible & Jamats, 

Le caméra remplace les yeux 
d'un promeneur qui s'assied un 
moment nw bord d'une plage ac- 
compagné d’une trés belle fille 
a la chair vibrante, qui se désha- 
bille pour s’allonger dans Je sa- 

ble & ses pieds dans le soleil d'un 
été torride. 

Ce promeneur léve alors les 
yeux A la verticale et contemple 
le cle] bleu pur et sans nuages. 

Puls, ses yeux descendent len- 
tement fusqu’a Vhorizon en par- 
courant cette sorte de surface 
volumétrique, transparente et 
umie bleue, pour finalement s’ar- 
réter un instant sur Ja ligne 
horizon entre les deux éléments, 
Yair et l’eau bleue. 

Parcourant ensuite la surface 
de la mer Jusqu’au rivage, le re- 
gard se pose sur les vagues du 
bord de la plage. Puls ses yeux 
parcourent Ja plage pour rejoin- 
dre & ses pleds le corps de Ia 
belle fille allongée dans le sable 
paresseusement, 

1a, évidemment, inspection du 
aorps de la fille en détal, 

Bnsuite, arrét {Muminé du re 
gard sur la peau elle-méme. La 
peau alors est vue de trés prés 
comme au microscope avec les 
petits poils, les pores, éfectant le 
transpiration et semblables & de 
mystérieux petits voleans, puis le 
frémissement général de la peau. 
son halétement, tout cela observé 
de trés prés, 

La tension nerveuse monte et 
devient rapidement une tension 
sensuelle, fl fait trés chaud. 

Le regard cherche alors & res- 
pirer et se proméne au faite des 
arbres, dans tes feullles. 1 volt 
Jes feullles de trés prés avec Jeurs 
nervures, et l'on sent la séve 
circuler sous Je vert calme. 

Les yeux descendent le long 
du trone de i’arbre, volent I'écor- 
ce de trés prés, Jes Insectes mt- 
croscopiques, ‘puis c’est le sol, les 
pierres, I’herbe. 

Le regard vient maintenant 
tout prés des pieds du prome- 
neur. La jl voit Je sol, les tout 
petits cailloux, la terre. le mégot 
de sa cigarette qui s’éteint. 

Inspection miroscopique de ce 
sol ; 41 est couvert d’une sorte 

“de rosée comme les feuiles et 
les troncs des arbres d’ailleurs 
Tout semble transpirer, pourtant 
Yair est sec, 11 fait toujours tras 
chaud. 

& mesure qu’elle se démultiplie/ 
‘et se développe. | 

Crispation chorégraphique.| 
danse & deux, particullére. appli- 
cation & représenter la musique) 
en fourmillement. _ i 

Le xythme de la composition} 
chromatique double, effet de cré- 
Pitement visuel. 

Deuxiéme partie 1 

"Arrét de la musique sout Je son 
motenon grave. 

puis disparaissent dans Je pay- 
sage. 

Les couleurs tremblent ¢t s‘or-| 
genisent en un paysage tres sim-) 
ple dont l'objet principal sere un} 
feuillage & quatre troncs d’ar-) 
bres, €n carré, dont les rameavx| 
se méJent en un neeud dans la) 
votte de la scéne quart-sphé-| 
rique. 

Au moment o) les danseurs 
Sengagent dans le carré végétal, 
Yobscurité totale se fait sur scé- 
ne, on ne percoit aucum son, 
(Durée 4 déterminer d’aprés les! 
conditions harmoniques de l’en- 
semble.) 

i } 

INDICATIONS 

De ja musiqne : Ce ballet ne 
Tetient de la fugue d’acole dans| 
son ¢criture, que la composition; 
formelle : { 

Exposition, sujet au 6& degré, 
réponse au 3° degré, 2 divertls- 
Sement, sujet au 4 degré, tran- 
sition, sujet au 2 degré, 3 diver- 
tissement. Mais le sujet est long, 
et atonal, les altérations peuvent’ 
étre considérées comme chroma- 
tiques. La fissure contrapuncti- 
que du sujet est en hauteur dite! 
principale et les rapports de cette 
figure avec celles des réponses| 
et des autres sufets seront confor- 
mes, sauf évidemment du point 
de vue de Ia tonalité. D’autre 
part, les entrées de la troisiéme| 
et quatriéme voix seront retar- 
dées de fagon & exposer une fu- 
gue & deux, trois, puls quatre 
voix. 

De la chorégraphie < Trente- 
six danseurs répartis en quatre! 

Soudain le vent se léve. 
Le regard s0 porte au cle] d'un 

seul coup, ingulet, 1 volt quelques 
nuages. 

Le regard redescend sur Je 
corps de la fille nue allongée. 

Le vent alors redouble et sou- 
deve un nuage de poussidre, La 
poussiére se colle au corps en 
transpiration de Ia belle jeune 
fille et se mélange &-la sueur. 

le promeneur tire alors un 
grand mowcholr blanc de sa po- 
che et Yapplique avec délicatesse 
sur la peau de la jeune fille pour 
Tessuyer de cette fine boue qui 
s'est formée en un instant A la 
fleur de sa peau. 
Quand JI retire le grand mou- 

choir blanc, {1 y a une em- 
preinte gui s'y trouve : Vem 
preinte de la chair ! 

La fille est neryeuse et prend 
ime serviette pour s'essuyer en- 
core, Empreintes en mouvement 
sur Js servietet blanche. 
Le promeneur regarde son 

mouchoir marqué puis le jotte 
par terre. 
La fille regarde sa serviette 

marquée et la Jette & terre ausst. 
Le promeneur Intrigué sort un 

yrand mouchoir et prend pr 
demment |’empreinte du sol & 
ses pleds car la aussi Ja poussiére 
s'est déposée, Puls {1 regarde 
cette empreinte et va prendre 
saccessivement l’empreinte ce 
Vécorce de l’arbre et d’une feuiJ- 
Je. Tl regarde chague fois émer- 
velllé le résultat imprimé sur son 
mouchoir blanc. Puts {1 jette le 
mouchofr qui va s’accrocher eu 
hout des branches d'un petit 
buisson. 

La fille se sent mal a l'alse; 
se léve et court plonger dans la 
mer se baigner. 

Le promeneur voit alors l’em- 
preinte du beau corps dans la 
sable. 

La tension sensuclle monte & 
nonveau. 
Les yeux s¢ portent encore une 

fois au ciel d'un seul coup pour 
essayer de se distraire. Is ren- 
contrent le soleil! de face et 
Gbloulssant, 
Le promeneur supporte un ins- 

tant Ja terrible lumiére, puis 0 
fait rétomber son regard sur In 
plage; la mer, l'arbre, et Jes Iin- 

Bes qui trainent par terre a pré 
sent. 
Un coup de vent de nouveau. 

Dans le paysage sauvage que Jes 
yeux du promeneur voient un 
peu en négatif aprés avoir été 
éblouls par le solell yu de face; 
les moucholrs et la serviette qui 
trainent par terre, s{ artifictels 
dans cette grande nature, iis 
Toulent sur Je sol ct sont empor- 
ts par le vent en une course 
folle et déséquilibrée vers nune 
part, 

La fille sort de Yeau rulsse- 
lante et belle, et revient vers Je 

Phe. etre s% ignent et s'al “nt 
dans le sable. poe 
IA c'est un flash de fougue 

amoureuse et de confusion des 
deux corps qui luttent. 
La fille domine et se’ retrouve 

& cheval sur le promencur cou- 
ché sur le dos qui volt de nou- 
yeau le ciel, cependant cette fols, 
avec un petit muage et un petit 
morceau de solell ausst dans Je 
été de Vimage qui soffre & Iu). 
Longtemps {1 regarde émer- 

velllé Je clel taché d’un nuage et 
é par un morceau de soleil. 

Puls le regard se porte % I’ho- 
rizon car le promeneur et la 
Jeune fille sont debout a présent 
ef. s‘apprétent & s’en aller. Le 
Promeneur regarde derriére tui 
dans le sable : l’empreinte de 
leurs étreintes et de leur combat 
sensuel est 1A. 
Ti léve les yeux av clel et le 

fel est de nouveau bleu pur er 
Sans nuages comme au début de 
Ja promenade ou du film. 

Le sommeil 
Le rideau se léve sur une scene, 

1% 50 trouve une chambre. un 
grand lit, dans ce it un homme 
dort, Liacteur qui remplira ce 
téle chaque soir devra se crever 
de fatigue toute Is journée pour 
dormir effectivement dans son Mt 
sur scéne au lever durideau. Tour. 
Je monde le volt ains! dormir 
pendant dix minutes environ. 
puis rideau, 

Te tout se sera passé en silence 
et surtout pas d‘applaudissemente 
aucun. de peur de réveliler !’ac- 
teur qui est trés fatigue et « 
besoin de dormir. 

Renversement 
i seralt peut-étre intéressany 

de donner une fots une piéce de 
théAtre quelconque, & Venvers. 

Je yeux dire que toute Ja pléce 
serait Jouée par les acteurs Ia 
téte en bas, les pleds en haut, av 
plafond ; cela par quelques trucs, 
dolt éire possible aujourd’hut. 
peated meubles seralent aussi 
au plafond qui seralt en somme 
le_plancher, et par terre, str le 
Plancher, le décor du Plafond, 
Cest-A-dire par exemple : un 
lustre accroché solidement qui 
Jéviteralt statique dans Y'espace. 

reall ce one 
10. ri Gu Groene 

{Pema etext par te cures eyaly 
| Directeur-gérant : Yves KLEIN. 
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Untitled Double-Sided Orange and Blue Monochrome 

(D 8), 1951 
Pastel on cardboard 

22 %x 31 in. (56.5 x 80 cm) 
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Untitled Yellow Monochrome 
c. 1952 

Dry pigment and fixative on paper on cardboard 
3% x 7 “Ain. (9 x 19.1 em) 

Untitled Purple Monochrome 
1952 
Dry pigment and fixative on paper on cardboard 
5 ‘Ax 8 ‘Ain. (14.6 x 21.6 cm) 

Untitled Green Monochrome 

c. 1952 

Dry pigment and fixative on paper 

4 %e x 7 “ein. (11 x 17.9 cm) 
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Pages 84-87 

Yves Peintures [Yves Paintings] 
1954 
Printed paper 

9% x 7 ein. (24.4 x 19.1 cm) 
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YVES 

PEINTURES 

PREFACE DE 

PASCAL CLAUDE 

YVES 

PEINTURES 

10 PLANCHES 
EN COULEURS 

PREFACE DE 
PASCAL CLAUDE 



PREFACE il
 

i
 

PLANCHES il
 

PASCAL CLAUDE 
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WES 

wes 

‘A TOKIO, 1959 (10065) 

‘A PARIS, 1954 (1959) 

A MADRID, 1954 (14689) 
yes 

A NICE. 1951 (195%97) 

A PARIS, 1954 (S99X7) 

A PARIS, 1954 (59597) 



Cette ddition iliustrée do 

10 planches en couleurs 

a 66 achevée d'imprimer 

sar les presses du maftre 

Imprimeur Fernando 

Franco de Sarabia 4 Ma- 

rid, Jaen, 1, le 18 novem- 

bro 1954. 

Ma 6té ties cent cinquante 

exemplaires oumérotés 

de {a 150, 

EXEMPLAIRE N* 

Tous droitis réservés pour tous pays 

PROPRIETE DE UAUTEUR, 

‘A PARIS, 1954 (195297) 

A LONDRES, (950 (19597) 

A TOKIO. (952 (195x977) 

‘A MADRID, 1954 (14607) 
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Untitled Red Monochrome 
(M 38), 1955 
Dry pigment and synthetic resin on gauze on panel 

19 "ie x 19 "As in. (50 x 50 cm) 

Untitled Green Monochrome 
(M 5), c. 1954 
Dry pigment and fixative on paper on canvas 

22 Ae x 15 in. (57 x 40 cm) 

Untitled Blue Monochrome 
(IKB 44), 1955 
Dry pigment and synthetic resin on gauze on panel 

15 %4 x 53 Zin. (40 x 135.9 cm) 
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Untitled Yellow Monochrome 
(M 84), 1955 
Dry pigment and synthetic resin on panel 
49 “Ac x 49 “Ae x 3 %in. (125 x 125 x 8.5 cm) 
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Untitled Pink Monochrome 
(MP 30), 1955 
Dry pigment and synthetic resin on panel 

39 %e x 25 */s in. (100.2 x 64.3 cm) 

Untitled Pink Monochrome 
(MP 8), 1956 
Dry pigment and synthetic resin on gauze on panel 

39% x 9 “Zein. (100 x 25 cm) 



Untitled Yellow and Pink Monochrome 

(M 36), 1955 

Dry pigment and fixative on canvas 

22 Ve x 13 “Bin. (56 x 34 cm) 

Untitled Yellow Monochrome 
(M 19), 1956 
Dry pigment and fixative on paper on panel 

8 "he x 6 “ein. (22 x 16 cm) 

Untitled Orange Monochrome 
(M 6), 1956 

Dry pigment and synthetic resin on canvas on panel 

22 ‘Ae x 14 Ain. (57 x 36.8 cm) 

| 
| 
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Untitled Green Monochrome 
(M 35), 1957 
Dry pigment and synthetic resin on gauze on panel 

23 % x 15 “in. (60 x 40 cm) 

Untitled Black Monochrome 
(M 78), 1957 
Dry pigment and synthetic resin on gauze on panel 

12 x 23 in. (30.5 x 59.7 cm) 
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Untitled Pink Monochrome 
(MP 19), c. 1962 
Dry pigment and synthetic resin on gauze on panel 

36 14 x 28 “% x 1 in. (92 x 72 x 2.5 cm) 

Untitled Pink Monochrome 
(MP 27), c. 1960 
Dry pigment and synthetic resin on fabric on panel 

15 “A x 13 “in. (40 x 35 cm) 

95 



It is the monochrome that makes me 

the most intoxicated. | have tried | don’t 

know how many styles. | have been as 

much of a painter as is permitted; | have 

advanced and become avant-garde; 

| have passed through all the periods; 
| have been insatiable and drawn from 

wells of pleasures and consolations, 
which have already left me jaded. In any 
case, | do believe that it is only in the 

monochrome that I truly live pictorial 
life, the painterly life of which | have 
dreamed. This was precisely what | have 
hoped for in painting! | find myself within 
it, in the special matter, the pictorial 

matter, and | have blossomed. It is true, 

| am for the first time inebriated and fully 

satisfied in painting monochromes. The 
Fi vemeoy exo) Coy 

Excerpt from “The Monochrome 

Adventure,” in Overcoming the 

Problematics of Art: The Writings of Yves 

Klein, trans. Klaus Ottmann, 143. 

Many people have found themselves 
very much drawn to and even in some 
way hypnotized by the presence of 
my ultramarine blue paintings, while 
afterwards they may find themselves _ 
discomfited and depressed; others have 
wept with incomprehensible joy in front 
of my “crayon orange painting and have 
afterward felt entirely regenerated. 

Excerpt from a letter to Jacques Tournier, a 

journalist at Nouvelles Littéraires, August 5, 

1955. Trans. Klaus Ottmann. 

My paintings are “pictorial presences,” 
the pictorial material that is or is not 
impregnated by the artist who fashions 
it, works it, and applies to it, etc., and 

have an autonomous, independent, 

and individual life. In my opinion, it is 

a kind of chemical, tangible material 

state endowed with universal human 

sensibility (or nature transmuted within 
us and rendered in pictorial matter) and — 
also, in addition to that, but not neces- 

sarily, spiritual matter (1 distinguish the 
nonhuman spiritual from the sensible 
that is essentially and foremost human), 

_thus the painter would be this alchemist 

who seeks the Philosopher's Painting, 

his philosophical matter would be — 
pictorial matter. a 

The painting or paintings of such 
a painter would exist in space that is 
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more or less vast and unlimited. One 

must be vast and thus above all 

unlimited and bathe in the immensity 

of the immeasurable sensitivity (for 
me, all monochrome colors united); 

the movement exists only in the static 
presence of a colored state sparkling of 
life, latent power, and violent forces, in 

which the universe is bathed. 

When confronted with so great 

a vision, which does not cease to 

emerge from the monochrome, it is 

inconceivable for me to register any 

dirty trick or human shrewdness in this 

intensive manner of achieving tangible 

representation of these spaces. 

Typewritten text. Trans. Klaus Ottmann. 

It was during this year at the “SAVAGE” 
studio that | perceived the illumination of 
matter as a profoundly physical quality. 
When I returned home to my room in the 
evenings, | did monochrome gouaches 

on pieces of white cardboard and also 
increasingly used a lot of pastels. | was 
very fond of pastel tones! It seemed to 
me that, in pastel, each grain of pigment 
remained free and individual without 
being killed by the fixative medium, and 
| made some very large works, but, alas, 

when sprayed with a fixative, it lost all 
their brilliance and its tone darkened, 

and without fixative it unfailingly 
deteriorated and, little by little, turned to 

Cal UrS em Wem srerelUL OMe) MULTemere) Omer rari ere B 

but without pictorial strength. 
| had no affection for oil paint. 

The colors seemed dead to me. What 
pleased me, above all, were pure 
pigments in powder form, such as 
| often saw at the wholesale paint 
suppliers. They had a brilliance and an 
extraordinary, autonomous life of their 
own. This was truly color in itself. The 
living and tangible matter of color. 

Excerpt from “The Monochrome 

Adventure,” in Overcoming the 

Problematics of Art: [he Writings of Yves 

Klein, trans. Klaus Ottmann, 154. 

Through color | feel the sentiment 
of complete identification with space; 
| am truly liberated. 

When color is no longer pure, 
the drama can take on frightening 
proportions. 

Total freedom represents a great 
danger for those who do not know 
what it is. 

Novices keep asking me: “But what 
does it represent?” | could answer, 

and | did so in the beginnings, that it 

simply represents blue, by itself, or red, 

by itself, or that it is the landscape of 
the world of the color yellow, for 

example. This is not inaccurate; it is, 

in my opinion, of the greatest impor- 
tance. In painting a single color by itself, 
| leave behind the phenomenological 
“spectacle” of ordinary, conventional, 
classical easel painting. 

OTTTemexelt) Ce crap Va COMMIT cH yo1 Roxee ALTO) 

more lines, no more drawing, but why 

not two colors? 

[.- 
The canvas is like an individual; 

| desire to consider it as it what it is and 
not to judge it, above all, not to judge it! 

When there are two colors ina 
painting, a struggle is engaged; the 
viewer may extract a refined pleasure 
from the permanent spectacle of this 
struggle between two colors in the 
psychological and emotional realm and 
perhaps extract a refined pleasure, but it 
is one that is no less morbid from a pure 
philosophical and human vantage point. — 

Excerpt from “The Monochrome 
Adventure,” in Overcoming the 

Problematics of Art: Lhe Writings of Yves 

Klein, trans. Klaus Ottmann, 137ff. 



Untitled Blue Monochrome 

(M 113), 1956 

Untitled Green Monochrome 

(M 50), 1956 

Untitled Pink Monochrome 

(M 49), 1956 

Dry pigment and synthetic resin on panel 

Each: 19 "V/s x 1 x 1 in. (50 x 2.5 x 2.5 cm) 
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Untitled Blue Monochrome 

(IKB 179), 1957 

Dry pigment and fixative on paper on cardboard 

11 Ys x 25 “Asin. (28.1 x 64 cm) 

Untitled Red Monochrome 

(M 82), 1957 

Dry pigment and fixative on paper on cardboard 

13 x 23 *%in. (33 x 60 cm) 
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Untitled Pink Monochrome 
(D!27),c. 1959 
Crepe paper and paint 

7% x 6 “Ac in. (20 x 16 cm) 
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Untitled Monochrome 

(M 82), c. 1957 

Aluminum 

13 “es x 11 %in. (33.2 x 29.5 cm) 
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Untitled White Monochrom 
(M 15), c. 1957 ) 
Dry pigment and fixative on paper on canvas <a 
16 “/s x 25 %e in. (43 x 65 cm) 

101 



THE WRITINGS OF YVES KLEIN 

“The blue color of the sky has been 
defeated by the Suprematist system, 

has been broken through, PTO Mer Ker next 

white, as the true real conception of 
infinity,” wrote MALEVICH, “... Lhave 

overcome the lining of the colored 
sky, torn it down and into the bag thus 
formed, put color, tying it up with a 

knot. Swim in the free abyss, infinity is 
before you.” 

And this is why I can say, at the age 
of thirty, in 1958, that when MALEVICH 

burst into space as a tourist, around 
1915 or 1916, | was there already to 

welcome him, and he visited me, for I 

was the proprietor, the inhabitant or, 
rather, the co-proprietor and co-inhab- 

itant, already and always. The position 
of MALEVICH in relation to me makes 
it possible to leave by the static speed 
of the immeasurable spirit of the 
phenomenology of time and allows me to 

say honestly and calmly that MALEVICH ; 

painted a still life based on one of my 
monochrome paintings. 

Excerpt from “The Monochrome 

Adventure,” in Overcoming the 

Problematics of Art: The Writings of Yves 

Klein, trans. Klaus Ottmann, 169-70. 
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“Position de Malévitch par rapport a moi” 
[Position of Malevich in Relation to Me] 
c. 1959 
Ink on paper on paper 
7 “As x 7 in. (19.5 x 19.3 cm) 

ore 
NATURE MORTE 
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Malevich or Space 
Viewed from a Distance “Malévitch ou l’espace vu de loin” 

[Malevich or Space Viewed from a Distance] 

c. 1958 

Ink on paper 
monochrome 

12 x 8 Vein. (31.8 x 21.4 cm) 
serving as a still life for 

Malevich for 

his composition 

Malevich 

Kandinsky 
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“Malévitch ou l’espace vu de loin” 
[Malevich or Space Viewed from a Distance] 
c. 1958 
Ink and graphite on paper 

10 *% x 8 in. (27 x 21 cm) 

Malevich or Space 
Viewed from a Distance 

monochrome 

serving as a still life 

for Malevich 

for his composition 

The real position of 

Malevich in relation 

to myself 

Kandinsky 



“IKB Essentiel, Potentiel, Spatial...” 

[IKB Essential, Potential, Spatial...] 
c. 1959 

Graphite on paper 

7x 4 Zein. (20 x 11:3 cm) 
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ie “Evolution de I’art vers l/immatérie 

[Evolution of Art Toward the Immaterial] 
c. 1959 

Charcoal on paper 

56 Ye x 43 "Yo in. (144 x 111 cm) 
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“The Evolution of Art Toward the Immaterial” 

First retrospective description (1959-1949) 
of accomplishments and events pertaining to 
the collaboration between Y. Klein and Werner 

Ruhnau on an architecture of air. 

a) the architecture of air 

b) water 

c) fire 

d) the combination and juxtaposition of 
water and fire 

e) wind (the ire of sensibility) 

[the Japanese character (ho), which Klein 
executed during his Sorbonne lecture] 

107 



Today | foresee that in the future the _ 
real manner of going into space, of going 
further, infinitely further than our solar 

universe and the universe beyond, will 

not be by means of rockets and missiles 
and satellites, but by impregnation. Man 

will let himself be imbibed by the first 
matter, the “sensibility of space,” and, 
thus impregnated and conditioned with 
sensibility, will become a new human 

vehicle, a new immaterial perception of 
our body, which for the moment is ina 

latent state within us. It will then have 
been charted and studied scientifically. 
Man will travel into immeasurable space 
not by traveling through it but by dwelling 
within it. The new aristocracy will be 
composed of men of strong sensibility, 
serene and pure, capable of dissolving 
into infinity. 

When exhibiting or presenting 
myself in public, | am consistently 
bombarded by the question: “And 

afterwards, what will you do? Impossible — 

to go further”; as Dino Buzzati wrote in 

the Corriere della Sera (January 1957) 
on the occasion of my exhibition of the 
Blue Period: “In fact, by renouncing 
the figurative as formal purity, and as 
abstract expression, it will be impossible 
to go further than that in the centuries _ 
to come.” 

One year later, my exhibition of 
immaterial pictorial sensibility proved 
that it was possible to go further, and 

further still. The trick for me is quite 

simple: | am in a spiritual state that 
becomes more amplified each day; 
my only problem is to keep this state 
pure and authentic and not let it be 
contaminated by psychology. 

If it remains true that the world of 
tangible matter is a direct reflection 

of the spiritual world, then you will 

understand why | shall never have any 
problem renewing myself every year 
in public. Each time it will be new and 
unexpected, as long as | manage to stay 
within the pure and spiritual exploration . 

of pure sensibility! 

“Sensitivity” is “pure enthusiasm,” — 
a joy that is at once profoundly gay 
and grave. 

Typewritten text. Trans. Klaus Ottmann. 
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An artist must “simply” be, where 
he is, very tense and radiant. His 
radiance must, for sure, be achieved by 

impregnation, not by the linear rays that 
pass though space like tourists. 

This tension must be impregnated in 

universal tension and then, suddenly, “art 

appears.” 

Take the process of digestion, for 

example: it takes place within us, despite 
ourselves and unconsciously, and is 

thus very pure; we unveil all the organic 
morbidity of nature by exploring it, and 
in so doing we commit the same error 

committed by ADAM and EVE, who 

lived, illuminated and sensible, within 

the great sensibility that suffused all 

of nature in its grandeur. When Adam 

and Eve tasted of the fruit of the Tree of 

Knowledge, they were suddenly filled 
with shame; “they saw that they were 
naked and covered themselves with fig 
leaves.” This was the beginning of the 

psychological epoch of man. 
Interior searching should not be 

conducted intellectually but rather 
affectively by the one and unique all- 
powerful sensibility; this is the voice of 
“life”; it is to gather the fruit of the Tree 

of Life that was also to be found in Eden. 

The serpent, the evil, in the 

Garden of Eden, was the line, the 

drawing, the contour, the form...“their _ 

eyes will open”... 

lam not preaching obscurantism 
but, quite to the contrary, the re- 
conquest of pure sensibility, the 
contact with space that permits us to 
live ourselves, and by ourselves, and 

everywhere at once in the universe. 

The consequence of the taking into 

consideration the psychological world 
is the drama of man who since that time 

has regarded himself as the center of 

the universe (and then, let us not forget 

one thing, that there were two extra- 
ordinary trees in the Garden of Eden: the 
Tree of the Knowledge of Good and Evil 

and the Tree of Life! For me, there is no 

good or evil. As for the resolution of every 

dilemma, a third thing is the solution, 

“life,” the true and the beautiful...art) 

FYave mo) oryerauere Mantemeyauclalolmmi noni maate 

interior as a function of itself and through 

itself, such that he should be very easily 

impregnated by the hypersensitive 
_ sensibility infinitely extendable into 

all things. | 

... Alright, then, the Boeotians would 

say, after reading all this verbiage, but 

where is your work, after all that, for us 

to see.” 

Response: look at my silence, oye) 

around you; if you see, you will see my 
work. 

Typewritten text. Trans. Klaus Ottmann. 

Today’s Authentic Realism 

Figurative painting, as well as the 

painting referred to as abstract, is 
condemned! 

Today there is much talk of a return 
to figurative realism.... This is true, it is 

in preparation, but it is clearly naive to 
think of it, as some do, as an immediate 

return to still-life or landscape painting! 
Alongside my monochrome 

attempts, in a profoundly classical _ 
spirit, | have for some time affected a 
return to realism, to an authentic 

realism of today and tomorrow, by way 
of the IMMATERIAL! 

My zones of stabilized immaterial 
pictorial sensibility, inmoveable and 

expandable beyond the limits of the 
infinite, are created through a dynamic 
and wondrous contemplation of nature in 
all its aspects and moments. 

For me it is no longer about 
_ putting brush to canvas but about 
establishing, in a permanent and highly 
durable manner between myself and 
nature, which in fact are one, the NEO- 

G10) pVAW MAYA merc lan Yelm dare) ant Loy dam aaye) 

most real and the most immaterial, 

and gives its “readers” [lecteurs] or, 
better, those who “LIVE” such events 

or pictorial climates through pure 
behaviors, a spectacle, more precisely, 

a “STATE” of the quality, permanence, 

and transparence of that which such 
artists as VERMEER, REMBRANDT, 

GIOTTO, and MICHELANGELO gave 

their own age! 

Paris, September 1959. Trans. 

Klaus Ottmann. 



Pages 109-12 
“La Spécialisation de la sensibilité a I/6tat de matiére premiére en sensibilité picturale stabilisée” 
[The Specialization of Sensibility in the Raw Material State of Stabilized Pictorial Sensibility] 
1958 
Black-and-white photographs 
T'2x7 “ein. (19 x 18 em) 
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Zone de sensibilité picturale immatérielle, Series 5, Zone 1 

[Zone of Immaterial Pictorial Sensibility....], from the exhibition catalogue Comparaison 
1962 

Printed paper 

8 ‘Ae x 8 Ae in. (20.5 x 20.5 cm) 

HAINS 

VILLECLE ROTELLA 

Niki de SAINT-PHALLE DUFRENE TINGUELY ARMAN 

SPGERRI RAYSSE ANOUJ 

Yues KLEIN - Le Monochrome 

Zone n® \, Série n° 5. 

: une zone de sensibilité picturale immatérielle. 

ia zone de sensibilité picturale d'Yoes Klein, immatérielle, extra dimensionnelle, existe en soi. Son + merveillenx « constitue 

Vessence méme du nouveau réalisme ; ni les murs, ni les dimensions de la salle oit elle se trouve exposée ne correspondent 
4 2a vrate réalité. Son intégrité est ailleurs, partout ; inutile d'en dire plus. P. R. 
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Excerpts from notebook documenting purchase of the immaterial by Michael Blankfort Pages 114-15 
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The mining of the pictorial immaterial 
zones, extracted from the depth of the 
void, which | possessed by that time, 
was of a very material nature. Finding it 
unacceptable to sell these immaterial 
zones for money, | demanded in 
exchange for the highest quality of the 
immaterial the highest quality of material 
payment—a bar of pure gold. 

Incredible as it may seem, | have 
actually sold a number of these pictorial 
immaterial states. 

So much could be said about 
my adventure in the immaterial and 
the void that the result would be an 

overly extended pause while still 
immersed in the present erection of 
my written painting. 

Excerpt from “Chelsea Hotel Manifesto,” in 

Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. Klaus 

Ottmann, 198. 

The economy is the elective domain of 
vain illusions and of constructions in 
which the suppositions denote the in- 
sufficiencies of the prior analysis. 
Certain schools believed to perceive 
a good number of realities, but this 

approach to economic matters has Cero) 

often remained only an approximation. 
Some down-to-earth physiocrats did not 
known, while exhausting the gangue 

of the sensuous universe, to break up 
the materiality of the cosmos in order 
finally to reach the definition of the 
unknowable by the sudden awareness 
of the marginal unity of space. A new 
effort came to light in the 1930s with 
the Keynesian school and its Full 
Employment Policy; but if the vocation 
of employment was able to lead to 
a valuable therapeutic amount, the 
complete failure of the general public 
to recognize spatial intensity could 
only lead once more to a quantitative 
approximation. We see therefore 

that everything is analyzed in terms of 
failure, and the balance sheet of 

composite economies today reveals 

only a large deficit. 
A new era must thus appear in 

which a qualitative perception of the 

energetic field of the economy can at 
last orient the fundamental inertia of the 
“living” towards a dynamic conception 
of creation. For me this concept finds 
its foundation in the wealth, each day 
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more elaborated, of spatial patrimony. 
It stretches out like a great fresco that 
awaits its monetary label. In fact, | 

challenge reserves and currencies: riches 
accumulated from the glories of the past 
but perilous mortgages of the structures 
of the present. No need henceforth for 
these wasteful intermediaries whose 

facticity hollows out a past between 
the intellectual prehension and the very 
quality of the values seized. Adhere 
therefore to the real, and, beyond a pure 

system of representation, let us then turn 

more simply towards the acceptance 
of the intrinsic value of matter, residing 

essentially in the notion of quality. — 
Upon this structurally qualitative 

foundation, each corporation will be 
made to deposit in the vaults of the 
Central Bank, previously emptied of all 

deposits of metals, their masterpiece 
of the profession. Said masterpieces, 

thus gathered, will materialize the 

basic spiritual direction of the country, 
providing free access to any and all 
evolutionary potentiality—the sole source 
of progress. This permanent example, a 
catalyst of latent power, in maintaining in 
the spirit a stable sampling—but one that 
remains open—will finally allow to cast 
the foundations of a system of barter that 
is fundamentally healthy and sheltered 
from economic quantitative variations. 

In fact, the suppression of fiduciary 
circulation eliminates also the slightest 
possibility of a cyclical evolution of 
the classic inflationary spiral Over- 
production, instead of presenting useless 
growth of qualitatively enumerable 
riches, will no longer be a pure and 

simple loss of strength but a general 
emulation whose constructive quest 
will contribute to the splendors of 
the future. In the international arena, 

the creation of a standard representative 
only of a quasi-spiritual value will 
prevent the development of any form of 
commercial Malthusianism, and will 

end, on the contrary, conflicts 

over customs duties, the motion of 

quality becoming a multiplier of past 
antagonistic national economies. 

These brief opening comments ona 
possible economy of tomorrow, should 
we desire it, already provide glimpses 
into the enormous possibilities of a 
system that, at last, reconciles universal 

moral and intellectual aspirations 
with the most peremptory economic 
imperatives. Tomorrow, to be sure, the 

economic world will greet a new era and 

I shall at least have had the satisfaction 

to have known its awakening. 

In such a system, the wealthy man 

would necessarily be an authentic genius 

in his specialty. Which, at last, will be 
only just. 

“Sketch and Broad Outlines for the 

Economic System of the Blue Revolution,” 

in Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. Klaus 

Ottmann, 60-61. 



Boite a lingots d’or [Case of Gold Ingots] 
ce (MISS) 

Case, blue pigment, and gold ingots 

2 %ex 4 *%6 x 1 %in. (5.6 x 11 x 3.5 cm) 
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Yves Klein and Dino Buzzati engaged in the ritual transfer of immateriality, 

January 26, 1962 

1962 

Yves Klein and Mr. and Mrs. Michael Blankfort engaged in the ritual 

transfer of immateriality, February 10, 1962, Series 4, Zone 1 

1962 

Yves Klein and Claude Pascal engaged in the ritual transfer of immateriality, 

January 26, 1962, Series 1, Zone 6 

1962 
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Carnet de recus pour les Zones de sensibilité Maquette de carnet a souches pour les cessions de volumes 
picturale immatérielle (series 0) de Zones de sensibilité picturale immatérielle transférable 
[Receipt book for Zones of Immaterial Pictorial [Maquette of a Receipt Book for Zones of Transferable Immaterial 
Sensibility (series 0)| Pictorial Sensibility] 
1961 1959 

Printed paper and ink Ink, gold paint, and gouache on paper 

3 %e x 11 “Ain. (8.7 x 29.8 cm) 3/6 x 13 in. (10 x 33 cm) 

Receipt to Mr. Paride Accetti for transfer of a 
Zone of Immaterial Pictorial Sensibility (series 1, no. 3) 
against twenty grams of fine gold 
1959 
Ink on paper 

3 "As x 13 in. (10 x 33 cm) 
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“Tactile Sculptures” 
c. 1960 
Typescript and ink on paper 

11% x 8 % (29.5 x 21.3 cm) 

120 

Tactile sculptures 

These were not exhibited. | don’t really know 
why any more. They were boxes, each pierced 
with two holes fitted with sleeves. The idea 
was to be able to put one’s hands inside the 
box up to one’s elbows and to touch and 
examine the sculpture in the interior of the 
box without being able to see it. | now believe 
that I declined to exhibit these boxes because 
I very quickly had attained such an extreme 
perfection in these tactile sculptures that | 
believed it wise to hold them back for a little 
while. This extreme perfection was quite 
simply to have installed living sculptures in 
these boxes, living sculptures such as beautiful 
and evidently shapely nude models. At the 
time, this was a bit premature; the police would 
have been on my back right away. This is not to 
say that | may not present these hypersensitive 
sculptures to the public some day soon. 

Excerpt from “Notes on Certain Works Exhibited 
at Galerie Colette Allendy,” in Overcoming the 
Problematics of Art: The Writings of Yves Klein, 

trans. Klaus Ottmann, 22—23. 
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Sculpture tactile [Tactile Sculpture] 
(S 22), c. 1957 
Wood and paint 

56 “6 x 19 "As x 19 ein. (143 x 50 x 50 cm) 
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From 1956 to 1946, my monochrome 

experiments in various other colors but 
blue never let me forget the fundamental 
truth of our age—that is to say, form no 

_ longer is a linear value but rather a value 

of impregnation. 
Just an adolescent in 1946, | went to 

sign my name on the underside of the sky 
during a fantastic “realistico-imaginary” 
journey. That day, as | lay on the beach 
at Nice, | began to hate the birds which 

_ occasionally flew in my pure, unclouded 
blue sky, because they tried to bore holes 

in my greatest and more beautiful work. 

Excerpt from “Chelsea Hotel Manifesto,” in 

Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. Klaus 

Ottmann, 199. 

Unfortunately, it became apparent 
from the responses to that occasion, 
and especially during a debate 
organized at Galerie Colette ALLENDY, 

that many of the spectators, being 
prisoners of a conditioned way of 
seeing the relationships between the 
different propositions (relationships 
of colors, of intensities, of dimensions 

and architectural integration), were 
- recombining the canvases in their mind 

into one single polychrome installation. 
It is this that led me to push my attempt 
further still, this time in Italy at Galleria 
Apollinaire in Milan, in an exhibition 
dedicated to what | dared to call my Blue 
Period. (In fact, | had already dedicated 
myself for more than a year to the search 
for the most perfect expression of Blue.) 

This exhibition included ten 
paintings in dark ultramarine blue, all of 
them rigorously similar in tone, intensity, 

proportions, and dimensions. The rather 

passionate controversy that arose from 
this manifestation proved to me the 
value of the phenomenon and the real 
profundity of the upheaval that comes 
in its wake to those unwilling to submit 

passively to the sclerosis of accepted 

ideas and set rules. 

Blue has no dimensions. “It is” 
beyond dimensions, while the other 
colors have some. These are the 

psychological spaces. Red, for example, 
presupposes a hearth giving off heat. 
All colors bring forth associations of 
concrete, material, and tangible ideas, 

while blue evokes all the more the sea 
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and the sky, which are what is most 
abstract in tangible and visible nature. 

Excerpt from “Speech to Gelsenkirchen 

Theater Commission,” in Overcoming the 

Problematics of Art: The Writings of Yves 

Klein, trans. Klaus Ottmann, 41. 

STRICTLY CONFIDENTIAL 

ULTRA SECRET 

“THE BLUE REVOLUTION”— 
Movement aiming at the transformation 
of the French People’s thinking and _ 
acting ie 
In the sense of their duty to their Nation 
and to all nations. 

Address: GALERIE IRIS CLERT 

3, rue des Beaux-Arts 

Paris—Vme. 

Mr. President EISENHOWER 
MAYA YL Comm KOLU rye) 

Washington, D.C.—U.S.A. 

Excerpt from Letter to Eisenhower, May 20, 

1958, in Overcoming the Problematics of 

Art: The Writings of Yves Klein, trans. Klaus 
Ottmann, 25. 3. 

APRIL 1958 

My exhibition of immaterial blue at the 
IRIS CLERT Gallery, where the public 
came into conscious contact for the 

first time in the world with pictorial 
sensibility in its pure state, was for me 
the launch of a new life. | had already 
long since worked on this problem. The 
year before, in 1957, | had tried out this 
Te Cera elm ULLemrexexodiCe Mi LoXel me) Mas Tem Oxo) (ela ce) 
ALLENDY Gallery, with a small exhibition 
for several friends as well as for those 
who by chance went upstairs to see if 
there was something else “to see.” | had 
not announced it; it was during the time 

_ of the “Blue Period.” Tangible and visible 

blue was triumphing everywhere, both 
at IRIS’s and at COLETTE’s, as dazzling 

as the firework display that | had given 
during the opening reception. This time, 

at IRIS’s, | left some physical and visible 
blue color on the street outside: a blue 
dais, blue displays, and the Obelisk that 
was illuminated in blue, alas only for one 

evening, on Wednesday, but no longer 

on Monday because of jealousy (see 

the letter to the prefect). Inside was the 
true blue, the blue of the blue depths 

of space. 

Typewritten text. Trans. Klaus Ottmann. 

Mr. Secretary General of the 
International Geophysical Year, IGY — 
UWO, New York City, N.Y., USA 

Mr. Secretary General, 

Several luminaries have protested how 
various saltwater bodies were named: — 

the Red Sea, the White Sea, the Black 

Sea, or the Yellow Sea, without one 

having been named the “Blue Sea.” | 

propose that you employ to advantage 
my expertise in perfectly monochrome 
blue matter. By means of remuneration 

that we can discuss (but one that 

must, of course, cover the cost of IKB - 

(International Klein Blue) plankton—in 

my view the coloring agent best suited 
to this task—as well as my artistic 
contribution), | place myself entirely 
at the disposition of the I.G.Y. for the 
execution of this act of reparation. 

Regards, 

P.S. There is no danger to the red fish.* 

Letter to the Secretary General of 

TapKom al coumare] droyata) Mm @Xexe) Lan Aiera] im Cera] em 
Overcoming the Problematics of Art: 
_The Writings of Yves Klein, trans. Klaus 

Ottmann, 27. [*a word play: in French, les 
poissons rouges also means goldfish.| 



Untitled Sculpture 
(S 1, 3, 4, 5), 1957 
Dry pigment and synthetic resin on cubes on plexiglass 
Each: 7 "As x 4 %x 3 “Ain. (19.5 x 12.1 x 9.5 cm) 
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Untitled Blue Monochrome 

(IKB 104), 1956 

Dry pigment and synthetic resin on gauze on canvas on panel 

30 "As x 22 Ve x 1 in. (78 x 56 x 2.5 cm) 

Untitled Blue Monochrome 

(IKB 108), 1956 

Dry pigment and synthetic resin on canvas 

19 "Ae x 19 "sin. (50 x 50 cm) 
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Untitled Blue Monochrome 
(IKB 46), 1955 
Dry pigment and synthetic resin on gauze on panel 

26 x 18 '% x “Ac in. (66 x 46 x 2 cm) 

Untitled Blue Monochrome 

(IKB 67), 1959 
Dry pigment and synthetic resin on gauze on panel 

36 % x 28 %in. (92.1 x 73 cm) 
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Pigment pur bleu [Pure Blue Pigment] 
(PIG 1), 2010 (re-creation of 1957 and 1961 piece) 
Wood tray with dry pigment 
Dimensions variable 
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Paravent [Folding Screen] 
(IKB 62), 1957 
Dry pigment and synthetic resin on panels 

59 ‘%e x 137 “As x 7% in. (150 x 350 x 2.2 cm) 
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Untitled Blue Monochrome 
(IKB 42), 1960 
Dry pigment and synthetic resin on gauze on panel 

78 %& x 60 '4 x 1 in. (199 x 153 x 2.5 cm) 



Untitled Blue Monochrome 
(IKB 74), 1958 
Dry pigment and synthetic resin on gauze on panel 

78 x 54 *% in. (198.1 x 138.7 cm) 
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California 
(IKB 66), 1961 
Dry pigment and synthetic resin on gauze on panel 
76 “4 x 165 % x 2 %in. (195 x 420 x 6 cm) 
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Untitled 
(S 18), 1960 
Dry pigment and synthetic resin on metal stem on stone 
28 "As x 13% x 14 %o in. (73.5 x 35 x 37 cm) 
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Pluie bleue [Blue Rain] 
(S 36), 1961 

Dry pigment and synthetic resin on wood dowels 

82 4x 12 x 7 Y%ein. (208.9 x 30.5 x 18.9 cm) Fe 
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IKB Godet 
1958 

Dry pigment and synthetic resin on gauze on panel 

59 Ae x 77 “Asin. (150 x 198 cm) 



Envelope and invitation addressed by Yves Klein to Rotraut Uecker 
May 25, 1959 

Envelope, blue stamp, and invitation card 

4 %e x 6 “Asin. (11 x 17 cm) 

Envelope addressed by Yves Klein to himself 
April 22, 1958 
Envelope and blue stamp 

3% x 7 ‘Vein. (8.6 x 17.9 cm) 

“Solution de 1958 au probléme du socle...Obélisque illuminé en bleu...” 
[1958 Solution to the Problem of the Base...Obelisk Illuminated in Blue...] 
1958 
Ink on paper 

8% x 5 Zin. (21 x 15 cm) 

ZERO 3 (maquette pour la revue ZERO) 
[ZERO 3 (maquette for the magazine ZERO)} 
(IKB 13), 1961 
Dry pigment and synthetic resin on paper on cardboard 

8 x 8 %in. (20.3 x 21.3 cm) 

ZERO 3 (revue ZERO) 
[ZERO 3 (magazine ZERO)] 
1961 
Printed paper 

7 ‘x 8 in. (20 x 21 cm) 
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“Excavatrice de l/espace” [Space Excavator] (collaboration Tinguely-Klein) 

(S 13), 1958 
Dry pigment and synthetic resin on metal disk on electric motor with metal feet 

8 %/e x 6 "ein. (21.7 x 17 cm) 
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Untitled Blue Sponge Relief 
(RE 21), 1960 
Dry pigment and synthetic resin on natural sponges and pebbles on panel 
78 x 64 “4 x 6 in. (198.8 x 164.5 x 15.2 cm) 
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Sponge sculptures—lIt was also on this 
occasion that | discovered sponges. 

_ While working on my paintings in my 

studio | sometimes used sponges. 

Evidently, they very quickly turned 

blue! One day I perceived the beauty 

of the blue in the sponges; this working 

tool all of a sudden became a primary 

medium for me. The sponge has that 

extraordinary capacity to absorb and 

become impregnated with any fluid, 

which was naturally very seductive to me. 

Thanks to the natural and living matter 

of sponges | was able to make portraits 

of the “readers” of my monochromes, 

- which, after having seen and traveled 

into the blue of my paintings, returned 
from them completely impregnated with — 
sensibility, just as the sponges. 

Excerpt from “Notes on Certain Works 

Pepa itloviceve Malan @r-] (eln(om Oxo) Lace AN Celie ham 

in Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. Klaus 

Ottmann, 22-23. 

With the sponges, savage living material, 

| was able to create portraits of the 

audience of my Monochromes, who, 

after having seen and traveled into 

the blue depths of my paintings, 

reemerge immersed by their sensibility 
just like sponges. 

Presentation text for the exhibition at the 

Galerie Colette Allendy, 1959, in Yves Klein 

USA, trans. Constance Perrot and Chrisoula 

Petridis, 23. 
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Do-Do-Do 
(RE 16), 1960 
Dry pigment and synthetic resin on natural sponges and pebbles on panel 

78 “f x 64 "Ae x 7 Vein. (199.1 x 164.9 x 17.9 cm) 



Untitled Gold Sponge Relief 
(RE 47 Il), 1961 
Dry pigment and synthetic resin on natural sponges, gold leaf, 

and pebbles on panel 
17 “/ex 31 Vex 2 ein. (45.6 x 80 x 7.5 cm) 
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Le Rose du Bleu [The Pink of the Blue] 
(RE 22), 1960 
Dry pigment and synthetic resin on natural sponges and pebbles on panel 

78 “4x 60 ‘Ax 6 */e in. (199.1 x 153 x 16 cm) 



Untitled Blue Sponge Sculpture 
(SE 21), c. 1960 
Dry pigment and synthetic resin on natural sponge 

13 %x 11 "sx 4 “in. (34.9 x 30 x 12.1 cm) 
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Yves Klein in his apartment at 14, rue Campagne-Premiére, Paris, c. 1959 
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Untitled Blue Sponge Sculpture 
(SE 212), 1959 
Dry pigment and synthetic resin on natural sponge on metal stem 

24 “As x 5 in. (62.1 x 13 cm) 

Untitled Blue Sponge Sculpture 
(SE 180), 1957 
Dry pigment and synthetic resin on natural sponge on metal stem on stone 
44 %x 15 %x 15 %in. (112.1 x 40 x 40 cm) 
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Lecteur IKB elegant [Elegant IKB Reader] 
(SE 173), 1959 

Dry pigment and synthetic resin on natural sponge on metal stem on stone 

16 “Ae x 12 “As x 7 Vein. (41.5 x 32.5 x 18 cm) 

Le veilleur [The Observer] 
(SE 174), 1959 ; 
Dry pigment and synthetic resin on natural sponge on metal stem 

12% x 12 “Ae x 9 “Ae in. (32.1 x 31 x 24 cm) 

Untitled Blue Sponge Sculpture 
(SE 165), c. 1960 
Dry pigment and synthetic resin on natural sponge on metal stem on metal 

TAX5 x 5 in. (20 x 13 x 13 cm) 
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Untitled Pink Sponge Sculpture 

(SE 206), 1959 

Dry pigment and synthetic resin on natural sponge on metal stem on stone 

9 “As x 7 x 4 % in. (24.9 x 20 x 12.1 cm) 

Untitled Blue Sponge Sculpture 
(SE 218), c. 1960 
Dry pigment and synthetic resin on natural sponge on metal stem on stone 

13% x 7% x 2 in. (34.9 x 22.5 x 6.7 cm) 

Untitled Blue Sponge Sculpture 
(SE 89), c. 1960 
Dry pigment and synthetic resin on natural sponge on metal stem on stone 

16 “%e x 7 x 3 “/oin. (42 x 20 x 10 cm) 
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Untitled Blue Sponge Sculpture 
(SE 284), 1959 
Dry pigment and synthetic resin on natural coral on metal stem on stone 
25 x 15 x 8 in. (63.5 x 38.1 x 20.3 cm) 

Untitled Blue Sponge Sculpture 

(SE 251), 1961 
Dry pigment and synthetic resin on natural sponge on metal stem on stone 

29% x 11 Ye x 5 Yin. (74.9 x 28.1 x 13.3 cm) 
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Untitled Coral Sculpture 
(SE 288), 1958 
Dry pigment and synthetic resin on natural coral 

12 Ax 12 4x 5 “in. (31.1 x 31.1 x 14.3 cm) 
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Untitled Blue Sponge Sculpture 
(SE 33), 1961 
Dry pigment and synthetic resin on natural sponge on plaster 

16 “As x 14 “%e x 7 Ain. (42.1 x 37 x 20 cm) 
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A few months ago, for example, | felt 

the urge to register the signs of 
atmospheric behavior by recording on 
a canvas the instantaneous traces of 
spring showers, of south winds, and 

of lightning (Needless to say, the last- 
mentioned ended in a catastrophe). 
For instance, a trip from Paris to Nice 
might have been a waste of time had | 
not spent it profitably by recording — 
the wind. | placed a canvas, freshly 
coated with paint, upon the roof of my 
white Citroen. As | zoomed down 

Route Nationale 7 at the speed of 
100 kilometers an hour, the heat, the 

cold, the light, the wind, and the rain 

all combined to age my canvas 

prematurely. At least thirty to forty 
years were condensed into one day. 
The only annoying thing about this 
project is that | have to travel with my 
painting all the time. 

My atmospheric imprints of a few 
months ago had been precluded a year 
ago by vegetal imprints. After all, my 
purpose is to extract and conclude 
the trace of the immediate from any 
incidence of natural objects—human, 
animal, vegetable, or atmospheric 
circumstances. 

Excerpt from “Chelsea Hotel Manifesto,” 

in Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. NETO 

Ottmann, 196. 

But let us return to the facts; still there 

in the studio with my models, in 1956, | 

am reading the journal of Delacroix and 

suddenly these lines appear: “I adore 
this little vegetable garden...this gentle 

sunlight over the whole of it infuses 

me with a secret joy, with a well-being 
comparable with what one feels when 

the body is in perfect health. But all that 
is fugitive; any number of times | have 

found myself in this delightful condition 
during the twenty days that | am 
spending here. It seems as if one needed — 
a mark, a special reminder for each one 

of these moments.” 

What an artist needs is the 

disposition of a reporter, a journalist, 

but in the wider sense of the words, one 

perhaps no longer understood today. 

| understand now the spiritual mark 

of these momentary states. | understand 

it through my monochromes; and the 
mark of the momentary states of the 
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flesh through in the imprints pulled from 
the bodies of my models. 

...But the mark of the momentary 
states of nature? 

...1 leap outside and there |am on 
the riverbank amidst the bulrush and the 
reeds. | dust everything with pigments 
and the wind, which bends the delicate 

stems, comes to apply it with precision 
and delicacy upon my canvas that | 
thus present to the trembling nature: | 
obtain a vegetal mark. Then it begins to 
rain, a fine spring shower; | expose my 
canvas to the rain, and it is done. | have 

captured the mark of rain! The mark of 

an atmospheric occurrence... 

Excerpt from “Truth Becomes Reality,” in 
Overcoming the Problematics of Art: 

The Writings of Yves Klein, trans. Klaus 

Ottmann, 188. 



Untitled Cosmogony 
(COS 12), 1961 
Dry pigment and fixative on paper 

41 */e x 29 "cin. (104.9 x 76 cm) 



Untitled Cosmogony 
(COS 8), 1960 

Dry pigment and synthetic resin on paperboard on canvas 

25 “%s x 19 */o in. (64 x 49.1 cm) 

Untitled Cosmogony 
(COS 18), 1960 
Dry pigment and synthetic resin on paper on canvas 
25 “As x 19 Zin. (65.6 x 49.5 cm) 
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Le Vent du voyage [The Wind of the Journey] 

(COS 27), c. 1961 
Dry pigment and synthetic resin on canvas 

36 % x 29 in. (93 x 74 cm) 

Untitled Cosmogony 
(COS 25), c. 1961 
Dry pigment and fixative on paper on canvas 

40 % x 23 *% in. (102.6 x 60 cm) 
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Untitled Planetary Relief 

(RP 12), c. 1961 

Dry pigment and fixative on plaster on panel 

37 “Ae x 27 *Ae x 2 in. (96 x 69.1 x 5.7 cm) 

Lune II [Moon II] 

(RP 21), 1961 

Dry pigment and fixative on plaster 

37 “& x 25 “ex 2 %in. (95 x 65 x 7 cm) 
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Terre [Earth] 
(RP 19), 1961 
Dry pigment and synthetic resin on plaster 

21 %x 17 “Ae x 3 Yin. (54.9 x 44 x 7.9 cm) 
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Globe terrestre bleu [Blue Terrestrial Globe] 
(RP 5), 1961 
Dry pigment and synthetic resin on polyester globe on metal base 

14% x 9% x 8 “Ao in. (37.5 x 24.4 x 21.4 cm) 

1378 



Untitled Blue Planetary Relief me 
(RP 23), 1961 
Dry pigment and synthetic resin on hollow metal ball 

9 "ex 8 "Ae x 8 “hein. (24.9 x 22.1 x 22.1 cm) 
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The creator must command his creation, 

keep it at a distance, in order to paint 
without touching the paint, the canvas, or 

the brush. 

However, in order to maintain 

“continuity” between the creator and his 
creation, it is necessary to employ living 
Tal eey aan vexe |Falalexcm ofe) anZexer mi emelgere] Kol mray hie | 

his work. The tools of flesh, the nude 

models in the studio, are the new living 
brushes of the painter of today; these 

models must paint with their bodies only, 

i.e., the trunk and hips, nothing more. 

The hands and feet, the psychologiéal 
parts of the body, should be used by the 
models merely for smearing paint of a 
chosen color onto their bodies. Which is 

obviously the color blue! 

lypewritten text. Trans. Klaus Ottmann. 

One will easily understand the process: 
at first my models laughed at seeing 
themselves transposed onto canvas 
in monochrome, then they become 

accustomed to it and loved the values 
of the color, different for each canvas, 

even during the blue period where it 
was more or less the same tone, the 

same pigment, the same technique. 
Then while pursuing the adventure of 
the “immaterial,” little by little, | ceased 

producing tangible art, my studio empty, 
even the monochromes were gone. At 
that moment, my models felt that they 
had to do something for me... They 
rolled themselves in color, and with their 

bodies painted my monochromes. They 
had become living brushes! 

Having had rejected brushes as 
too excessively psychological already 
earlier, | painted with rollers, in order to 

remain anonymous and at a “distance” 
between the canvas and myself during 
Lunvemen Corel t 1 U(0Y) Para] em (eva yoiE intellectually... 

Now, what a miracle, the brush returned, 

but this time it is alive: it was the flesh 
TETelbm tira ard) yp) reve m in vemerey (oY mm COMETS 
canvas, under my direction, with a 

perfect precision, allowing me to remain 

constantly at an exact distance “x” from 
my canvas and thus continue to dominate. 

my creation during the entire execution. 
That way my hands stayed clean,. 

and I no longer dirties myself with paint, 
not even the tips of my fingers. The work 
completed itself in front of me, with the 

absolute collaboration of the models, 

and I was in a position to show myself 
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worthy of it by welcoming the work into 
the tangible world in a fitting manner 
wearing a tuxedo. 

It is at this time that I noticed “ 
the marks of the body” at each session. 
They disappeared immediately, for it 
was required that everything should 
become monochrome. 

These marks, pagans in my religion 
of absolute monochromy, hypnotized 

me right away, and | worked on them 
secretly, always in absolute collaboration 
with the models, in order to share 

the responsibilities in case of a spiritual 
bankruptcy. 

The models and | practiced a 
perfect and irreproachable scientific 
telekinesis and it is thus that | presented 
“The Anthropometries of the Blue 
Period,” first privately at Robert Godet’s 
in Paris, in the spring of 1958, and 
then again, in a much more perfected 
form, on March 9, 1960 at the Galerie 

international d'art contemporain. 

Excerpt from “Truth Becomes Reality,” in 

Overcoming the Problematics of Art: 
The Writings of Yves Klein, trans. Klaus 

Ottmann, 186-87. 



Yves Klein and model Elena Palumbo creating an Anthropometry at his apartment, 14, rue Campagne-Premiére, Paris, 1960 
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Untitled Anthropometry 
(ANT 100), 1960 

Dry pigment and synthetic resin on paper on canvas 

57 x 117 in. (144.8 x 299.4 cm) 
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“Jonathan Swift” 
(ANT 125), c. 1960 
Dry pigment and synthetic resin on paper on canvas 

70 % x 106 “As in. (180 x 270 cm) 
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Untitled Anthropometry 
(ANT 154), 1961 
Dry pigment and synthetic resin on paper on canvas 

102 x 70 in. (259.1 x 178.1 cm) 
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Screenplay 
Scene 1 

Setting: A large studio Actions: 

a) Hanging on the walls are a) Yves paints the monochrome on the 

)) 

y) 

166 

(at the beginning only): 

—a large blue monochrome 

—a large blue relief )) 

Tim anKemnaTceCelkemoy Mm uivem i Coxolp 

a large covering of white paper a] 
(4 mx 2 m 80 cm)— 
Young nude female models are 
reclining on its surface— 
They are posing. d) 

Nearby, a 3-meter-deep pool filled 
with liquid blue : 
(2 m 50 cmx 1 m 20 cm)— 
The idea: one single palette, one 

single color. 

An easel with a white canvas 60 Fig. 

On the floor, next to the easel, two 

canvases 60 Fig. 

Next to the pool: 
—a thick paintbrush 
—a large roller 
—a thick sponge 
—a regular sponge 

easel with the thick brush. (Watch 

him brushing away.) 

Yves paints the 2nd monochrome on 
the floor with the roller. 

Yves paints the 3rd monochrome 
with the two sponges. (Furiously 
erasing the effects of handprints.) 

Each time, in order to paint his 

monochromes, he successively dips 
the thick brush, the roller, and the 

sponges into the blue pool. 

—Palette! 

—During the painting, in the 
beginning, the camera only films the 
monochrome hanging on the wall in 

the scope of action. 

—From time to time, Yves glances at 

the models and the monochrome on 

the wall. 

—In the end, Yves, after having 

finished his last monochrome with 

the sponges, looks at the all-blue 
sponges, hesitates, then sticks them 

onto the still-fresh last monochrome. 

—The camera then films the large 

relief on the wall. 

Excerpt from “Screenplay for Mondo 
Cane.” Trans. Klaus Ottmann. 



Suaire de Mondo Cane [Mondo Cane Shroud] 
(ANT SU 8i), 1961 
Dry pigment and synthetic resin on gauze 

92 '% x 116 "Ae in. (234 x 297 cm) 
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Hiroshima : 
(ANT 79), c. 1961 
Dry pigment and synthetic resin on paper on canvas 
55 x 119 %e in. (139.7 x 303.3 cm) 
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People Begin to Fly 
(ANT 96), 1961 

Dry pigment and synthetic resin on canvas 

98 '/ x 156 4 in. (250.2 x 397.5 cm) 
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While casting a retrospective glance on his film production in 1985, Guy Debord 

wrote the following: “the painter Yves Klein, whom | knew at the time of 

Hurlements and who attended the first, very tumultuous showing of this film, 

was dazzled by a convincing 24-minute sequence of darkness, and must have 

derived from that, some years later, his ‘monochrome’ paintings which—enveloped 

in a bit of zen mysticism during his famous ‘blue period’—made many an expert 

cry genius.”' Produced in 1952, Hurlements en faveur de Sade [Howls for Sade] 

is Debord's first foray into film. A sound film without images, Hurlements’ 

soundtrack consists in part of appropriated texts spoken by Debord, fellow artists, 

and friends: when someone is speaking, the screen remains white, and, during 

moments of silence, the screen is black. With a total running time of one hour 

and fifteen minutes, only twenty minutes contain light and sound. For the final 

twenty-four minutes, the viewer sits in total darkness and silence.’ 
Klein did indeed attend the first screening of Hurlements at the Ciné-club 

d’Avant-Garde on June 30, 1952, but he would not have seen the final sequence. 

By all accounts, the film was not shown in its entirety on that day.’ Due to the 

“tumultuous” response that Debord evoked, the film-club management stopped 
the screening, and it was first shown in full four months later at the Ciné-club 

du Quartier Latin’s Salle des Sociétés Savantes. Thus Debord's assertion that 

Hurlements’ final sequence served as Klein’s inspiration is misleading, even though 

he does not go so far as to take sole credit for the development of Klein’s work.* 

After all, Debord continued, “When it comes to painting, it is not | who could 

possibly obscure the glory of Yves Klein. That is, rather, what Malévitch had done 

40 years before.”’ Here, Debord, as he had done almost thirty years earlier in 

the pages of the Internationale situationniste, suggests that Klein’s work constitutes 

an instance of neo-avant-garde repetition vitiated of critical force. 

Yet by insisting on Klein's presence at the screening of Hurlements, Debord 

also tellingly locates Klein in the heady mix of Lettrisme [Lettrism], an avant-garde 

movement headed by Isidore Isou, as well as the Lettrist cinematic experimenta- 

tion that informed Debord’s own early production and the structure of Hurlements 

just as it did the work of Klein. While speculation about how Debord's film might 
have “influenced” Klein’s work peppers the increasingly expansive literature on 
the Situationists, in this context, the specificity of Klein’s work and its relationship 
to cinema, as well as his work with film, is left both unresolved and unremarked.° 

Even though Klein was never officially part of Lettrism, the Lettrist films of 

1951-52 provided the discursive ground within which Klein began to imagine his 

way into the materials of painting and, ultimately, his way out.’ 

* 

To document his dual exhibitions at Galerie Colette Allendy and Galerie Iris Clert 

in May 1957, Klein produced the film Yves Klein: Propositions Monochromes 

[Yves Klein: Monochrome Propositions].° The first sequence of Klein’s documen- 
tary introduces the range of his monochrome production, which included a 
blue folding screen, a rectangle of pure pigment located on the floor, a round disc, 
eight rectangular blocks arranged in two vertical lines on the wall (with a “magic” 

wand that appears to point them out), a monochrome of horizontal format followed 

by the tapisserie bleue [blue tapestry] of vertical format, both hanging in front 

of a white curtain (figure 1A—C). In the final two shots of the sequence, Klein 

stands behind a table that displays a smaller version of the screen and then an 

image of a white curtain with a number of blue wands (part of Klein's pluie bleue 

[blue rain]) swinging back and forth from the ceiling as the camera pans down to 

frame Klein’s friend Bernadette Allain surrounded by the wands. 

The film then cuts and frames two signs placed on the gallery wall: one is a 
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poster announcement for Klein’s dual exhibitions, and the other, with an arrow 
extending from its upper-left-hand corner, reads: “Exhibition continues on the 2nd 

Floor: Surfaces and Blocks of Pictorial Sensibility. Pictorial Intentions”? (figure 1D). 
In the first shot of this second sequence, Klein enters the frame from the right 

and turns to face the wall, gesturing with his hands as if to present an invisible 
painting. The second shot frames Klein on the far right-hand side of the image, 
keeping the blank wall visible. From this position, Klein looks up and then down; 

he looks left and then brings his head back to the right and, like an “art amateur,” 

scrutinizes the wall, repeating the lines of sight—up/down, left/right—inscribed 

in the earlier sequence’s subjective camera shots.'° The film then abruptly cuts to 
Klein shown walking from behind and turning around to sit on the radiator cover 

at the entrance to the space (which is also framed at the outset of the sequence). 

Klein leans back and slightly furrows his brow in an expression of a potential 

buyer's skepticism and fixes his gaze on the wall (i.e., the invisible painting) to his 
left (figure 2A-C). 

With the enactment of these “pictorial intentions,” Klein avoids the indexical 

recording and instantiation of process as it is played out in paint (as in the work 

of art informe! painters) and instead points to something that is otherwise unseen, 

a space he declares filled with “pictorial sensibility.” While the first shot presents 
Klein the “artist” pointing to an invisible work, the second and third shots reveal 

him performing the “art amateur” and “art buyer” (or dealer), respectively. Each 
shot constitutes an art-viewing (and hence social) relation, as he acts out the sub- 

ject positions that a contemporary viewer might occupy—artist, amateur, buyer." 
Today, Yves Klein: Propositions Monochromes is entirely silent. But in addition 

to playing the artist, amateur, and buyer in the space of “pictorial sensibility,” 

Klein intended his film—at least those shots including the monochrome work of 
what he called his “Blue Period”—to include a soundtrack: the voice of an art critic. 
In this instance, it would not be the words of Pierre Restany, who had written 
two texts for Klein’s past shows and appears twice in the film (first in Allendy’s 
courtyard and then in the gallery office). Rather, the accompanying soundtrack 
would not reproduce intelligible words at all, thereby rejecting the descriptive and 
often belle lettriste language common to the critical art discourse of the time. 
In a 1957 manuscript concerning these exhibitions’ films, Klein maintained: 

I needed a commentary, preferably spoken by an art critic. So | asked Charles 
Estienne if he would willingly cry, for the twenty-minute duration of the film, 
blue cries [cris bleus]. 

The longest and most voluminous blue cries possible, drawing inspiration 
from the painting in my studio on the rue Campagne-Premiére. 

It was very successful and | must say that the film will retain the presti- 
gious commentary that Charles had the courage to perform [accompagner]| 
with profound conviction at the time.'? 

In short, Klein proposes a soundtrack of blue cries (or screams) for a film 
documenting blue paintings (figures 3 and 4). 

Given Klein's repeated insistence in his writings on “direct and immediate 
perception-assimilation” and “no more mediation,”'? what seems important for 
Klein was less the notion that the screams register as blue in color per se through 
some synaesthetic perceptual modality but, rather, that in performance they 
abandon any reliance on the graphic traces of written language. In this way, the 
screams would operate at the level of voiceover, and, in this case, art criticism, 
enacting what Klein hoped pure color—and not line—would accomplish in the 
realm of painting. 

Beyond Klein's professed desire for immediacy and a new ground for commu- 
nication in the realms of painting and language, respectively, how are we to 
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Figure 1A—D 

Stills from Yves Klein: 

Propositions Monochromes 

[Yves Klein: Monochrome 

Propositions], 1957 

Figure 2A-C 

Stills from Yves Klein: 

Propositions Monochromes, 

1957 

LES CRIS BLEUS de Charles ESTIENNE Figure 3 

Yves Klein, “Les cris bleus de 

J'ai tourné un petit film en 16 mm, couleur our Charles Estienne” [The Blue 

mes expositions de 1'époque bleue en 1957. Cries of Charles Estienne], 1957 

J'avais besoin d'un commentaire dit de préférence 

par un critique d'art. Je demandai slors & Charles Figure 4 

BSTIENNE de bien vouloir pousser pendent les quelques Charles Estienne performing 

Wingt minutes gue durait ce petit film des Cris bleus. cris bleus, Paris, 1957 

Des cries bleus les plus longs et les plue volumé- 

triques possibles en s'inspirant de mes toiles dens 

mon atelier de la rue Campagne Premitre. 

Ce fut tras réussi et je dois dire que le film 

gerdera le prestigioux commentaire que Chsrles eut 

le asivaxet magtaaigeme d'une profonde conviction ért- 

teneant—de-—feire—pour-m@oi & cette époque. 

Ces cris, sont des cris conténus asses longs et 

6 Z soutenus aveo vigueur (11 m'avait demandé quinze jours 

pour s'entreiner event de se laisser snregistrer). 

Pour donner une idée approximative seulement de ces cris j 

ils reppellent un peu les cris que poussent les maring 

& intervyelles réguliers quand la brume est intense efin 

4'éviter les collisions. 
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Figure 5 

Yves Klein, Lecture at the 

Sorbonne, Paris, June 3, 1959 

Figure 6 

Still from Yves Klein: 

Propositions Monochromes, 

1957 
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understand the would-be soundtrack in relation to his monochromes and, more 

specifically, to the communication of his “pictorial intention” in the otherwise 
empty space on the second floor of the Galerie Colette Allendy? Does one need 
to know, for example, that Colette Allendy’s gallery was formerly the home 
of her late husband René Allendy and that he was one of the founders of the 

Société Psychoanalytique de Paris in 1926, counting among his many patients 
René Crevel, Anais Nin, and Antonin Artaud? Or that Yvonne Allendy (René’s first 

wife and Colette’s sister) had supported Artaud’s short-lived Théatre Alfred Jarry, 
and René had also invited Artaud to give a lecture about his theories on theater 

at the Sorbonne in 1933? At this time, the Allendys offered the second floor space 
of their home at 67 rue de l‘Assomption to Artaud, who, bereft of any locale, had 

nowhere else to rehearse.'* Thirteen years later, in the wake of her husband's 

death, Colette Allendy opened her gallery (which existed from 1946 to 1960) on 
the house’s ground floor, and eventually granted similar use of the second floor to 

Klein.’” Thus perhaps it comes as little surprise that in the context of his own 
lecture at the Sorbonne on June 3, 1959, Klein transmitted via tape recorder not 

only a version of Estienne’s cry together with a “monotone cry” by Francois 
Dufréne, but also a “very beautiful cry” by none other than Artaud'* (figure 5). 
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| would like to return to the final image in the second sequence of Klein’s 
film, in which the artist turns and sits on the radiator cover and from this position 

gazes at the invisible painting on his left. When Klein rises, looking straight at 
the camera, the radiator cover begins to shake, and he turns to stabilize it with 

his hands. This action would be unremarkable were it not for the fact that the 
sequence begins by framing the radiator (before the camera pans up and Klein 
enters the frame) and ends with Klein’s emphatic gesture (figure 6). Is it, perhaps, 
the ghost of Artaud that interrupts the seamless transmission of Klein’s pictorial 
intention in this final shot? Contemporary witnesses attest to Klein's knowledge 
of Artaud’s “presence” in the space.'’ Thus, what are we to make of Artaud’s 

specter? Did he make the radiator cover continue to quiver, evoking an invisible 

force that Klein attempted to quell? 

* 

In Artaud’s proposal for a theater of cruelty, speech returns to the body and is no 

longer governed by a script. In the collection of essays published as Le Théatre et 

son double [The Theatre and Its Double] in 1938, Artaud argued in no uncertain 

terms against theater’s subordination to language, which he understood as both 

writing (i.e., plot) and intelligible speech. In “No More Masterpieces,” he affirmed, 
“Let us do away with this foolish adherence to texts, to written poetry. Written 
poetry is valid [only] once and then ought to be torn up.”!° The primary objective 
for theater as for poetry, on which their effectiveness depends according to Artaud, 

is their condition of possibility: “the action of movement and spoken things, never 

reproduced twice.”'? Therefore, Artaud’s screams were in part about the search 
for a unique and unrepeatable experience. “What his howls promise us, articulat- 

ing themselves under the headings of existence, flesh, life, theatre, cruelty,” Jacques 
Derrida explains, “is the meaning of...an art which no longer yields works, an 
artist’s existence which is no longer a route or an experience that gives access to 

something other than itself.”2 Moreover, Artaud’s theater was not a spectacle to 

be looked at from a distance, but one to be lived by the spectator from within the 
singularity of the spatiotemporal experience it created. Artaud insisted, “no gap 

between life and theater.””' 

Whether Klein was reading Artaud directly or having his ideas filtered through 
his friend Dufréne (or even Raymond Hains),”” there is no doubt that Klein 

contrived Estienne’s cris bleus in the wake of the various howls, guttural noises, 

coughing, moans, and other onomatopoeic sounds and glossolalia that interrupted 

not only the phonetic poetry but also the soundtracks of the early Lettrist films 
he attended. With his advocacy of Lettrism, Isidore sou understood the letter as 

the new ground by which to achieve true communication and considered the word 

“the first stereotype.””’ Existing alongside recognizable phonemes (and at times 

words), the physicality of the sound in Lettrist poetry was meant to transfer poetic 

experimentation from the private realm of graphic representation to the public 

arena of performed speech.” In their attempt to bypass Dadaist efforts through 

a reinvention of language based on a theory of breaking down letters, the Lettrists, 

following Artaud, insisted on further foregrounding the centrality of the body in the 

production of sound.”” . 
Responding to the history of fascist propaganda and the postwar prominence 

of Hollywood film, Lettrist cinema is remarkable for challenging the cinematic 

apparatus and its institutional model of spectatorship almost twenty years prior 

to its theorization in cinema studies. In his canonical discussion of the cinematic 

apparatus, Jean-Louis Baudry explains, “the meaning effect produced does not 

depend only on the content of the images but also on the material procedures by 

which an image of continuity, dependent on the persistence of vision, is restored 
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IMAGE : 
En toutes lettres sur I’écran : 

SON. 
KRE PUCTE 
KRE PURTE 
PEK LILE 
KRE PEKTILE 
zB KRUK 
PTD (Antonin Artaud) 

IMAGE. 
Mouvements latéraux des micholres d’Antonin Artaud dans le réle do Marat 
du < Napoléon » d'Abel Gance. 

SON. 
Mais prétextes tout cola, et pour mol, lo lettrisme no reste au fond qu'un 

vice inexcusable: L’étron, }’étre, Ja lettre et le Néant. C'est faire du son pour avoir 
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IMAGE. 
Ecran débité longitudinalement en une dizaine d¢ tranches, Défilé trés rapide 
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IMAGE. 
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from discontinuous elements.””° From Isou’s uncoupling of the unity of image 
and sound in what he calls “montage discrépant” [discrepant editing] (figure 7A—B) 
to Gil Wolman’s use of a weather balloon instead of a flat image screen in 
L’'Anticoncept, 1952 (figure 8), as well as Dufréne’s total abandonment of the 
filmstrip, each Lettrist “film” challenged cinema’s established conventions (e.g, 
continuity editing, synchsound, screen) as well as the necessity of its image 
support (i.e., filmstrip), in order to generate new conditions and communities 
of viewing. Crucial here is the Lettrists’ physical—that is, bodily—conception of 
cinema, primarily through the embodied and volumetric predominance of sound 
(not necessarily speech), which challenged the persistence of vision and the “real- 
ity effect” produced with the advent of sound synchronization in 1927.7” It was 
the Lettrists, then, who recast and elaborated Artaud’s proposal for theater in the 
realm of film, pursuing a kind of “direct” cinema that explicitly took up Artaud’s 
legacy in their desire to move from the space of representation to the event itself.?8 

8 

On January 25, 1952, Klein attended the screening of Isou’s Traité de bave et 
d’éternité [Treatise on Venom and Eternity] at the Studio de |’Etoile in Paris, 
some months after it had already achieved notoriety at the Cannes film festival.2? 
With this work, lsou employed montage discrépant and also drew directly on the 
celluloid, a procedure intended to exacerbate and produce what he called the 
“ciselante” [chiseled] image.’° Approximately three months later, Klein attended 
the premiere of Dufréne’s Tambours du jugement premier [Drums of the First 
Judgment] in Cannes on May 4. Known today primarily for his work in phonetic 
poetry and for showing the back of urban posters, Dufréne went even further than 
lsou in his assertion of sound's independence from the photographic image and 
beyond Wolman in his rethinking of film’s support (figure 9). 

In the darkened theater, an individual—whom Dufréne calls “diseur” [pro- 
nouncer/sayer]—was stationed in each corner, armed only with a flashlight and a 
script. Wolman and Marc’O read and sang “aphorisms,” respectively, while 
Debord spoke the image track and Dufréne recited phonetic poetry.’! Performed 
in a theater, the “film” enacted a displacement of attention from image to sound 
and from screen to space to the extent that cinema’s effects were no longer 
tethered to its technological mechanisms and materials (the camera, filmstrip, 
projector, and screen in this case). Explicitly framing his work in relation to Artaud, 
Dufréne claimed that the diseur should have “a voice that varies in intensity from 
the natural tone to the most irritating artifice," thereby disallowing any easy or 
self-evident verbal consumption in a manner that went well beyond the intelligible 
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speech reproduced in the first two parts of lsou’s soundtrack for Traité. In the 
wake of Tambours’ performance, Dufréne explains how no one talked about this 

“imaginary film” except, that is, the Lettrists and Klein. He recalls, “from that 

moment and until his passing away, when speaking with me [Klein] rarely failed 

to greet me with ‘Salut O toi ‘Auteur du Film sans Ecran ni Pellicule’ [Hello to you 
author of the film with no screen nor filmstrip].””’ 

Returning to Klein’s film, as a documentary, it would have offered an alterna- 

tive to conventional sound film insofar as the sound, which was recorded live, 

would not have matched a visual source (i.e., Estienne) within the frame. Here, the 

Figure 7A-B 

Isidore Isou, Stills from 

Traité de bave et d’éternité 

[Treatise on Venom and 

Eternity], 1951 

Figure 8 

Projection of Gil Wolman’s 

L’Anticoncept [The 

Anticoncept], 1952. 

Reconstruction with weather 

balloon in “Préximamente en 

esta pantalla. El cine letrista, 

entre la discrepancia y la 

sublevacién” at the Museu d’Art 

Contemporani de Barcelona, 

voice of the critic that usually explains artistic practice and thus inscribes it within 

an articulated body of knowledge is reduced to sustained cries.** Yet unlike the 

cinematic work of his Lettrist peers Isou and Maurice Lemaitre, the celluloid of October 6, 2005 

Klein’s film remains untouched. No “chiseling” or other intervention disrupts its Figured 

status as a visual document of his work. What the film communicates is Klein’s Frangois Dufréne 
Tambours du jugement premier 

[Drums of the First Judgment]. 

Script published in ION. Paris: 

Jean-Paul Rocher, 1999 

challenge to the medium of painting and the integrity of the canvas support, either 
by abandoning it entirely in favor of “pictorial sensibility” or through the use of fire, 

as recorded in Feux de Bengale: Tableau de feu bleu d’une minute [Bengali Fires: 
One Minute Blue Fire Painting], 1957. This said, we still have not answered the 

question of how to'understand Artaud’s legacy in relation to Klein’s work. Should 
35 Mae 

Klein figure as one of what Derrida calls Artaud’s “illegitimate sons?’ 

* 

TOUTE L’ECRITURE EST DE LA COCHONNERIE. 

—ANTONIN ARTAUD”® 

Mediated by his exposure to Lettrism and framed in relation to his own immanent 
declaration of himself as a painter, | wish to suggest that Klein initially attempted 
to articulate an analogous critique of representation in painting and ultimately 
hoped, as Artaud did, to move away from imitation and symbolism. There are dif- 

ferences and reversals of terms, to be sure. Klein conceived of the colored surfaces 
of his monochromes as “poetic moments” full of “poetic energy” and as an animate 
entity: “the paintings are living presences.”’” Just as Artaud sought to go beyond 
psychological theater, Klein charted a “new space” for painting by championing 
pure color over line—the latter, he tellingly claimed, perpetuates a “reign of 
cruelty.”’® Klein wanted to restore for the viewer self-presence through color as 
“the spectator [/e lecteur] of a painting with lines, forms, composition, remains 

prisoner of his/her five senses.”*? By 1955, the artist had moved beyond the 
subjective expressionism of art informel (what he calls “picturesque literature 
about psychological states”°) and the rationalist abstraction then on view at the 
Salon des Réalités Nouvelles. For Klein, line constitutes our “psychological 
boundaries, our history, our education.”*! In his writings, line as contour, form, and 

composition takes on the oppressive role that plot and dialogue held for Artaud. 
In 1954, Klein created a storyboard for a film titled La Guerre (de la ligne et de 

la couleur) ou (vers la proposition monochrome) [The War (of line and color) 
or (toward a monochrome proposition)|*” (page 76). Although the film was never 
realized, the script outlines the battle between line and color, the legacy of disegno 

versus colore, as indexed in the history of art. Visually, the film begins with four 

monochrome shots that change from white to yellow, yellow to red, and then red 
to blue, thus establishing the primary colors as both subject and object of percep- 
tion and endowing each shot with a continuous musical tone.” The film next 
cuts to an “ancient” hand impression, which represents the first sign that introduc- 
es, according to Klein, “line” into the “kingdom” [royaume] of color. Other “linear” 
images—from hunters with bows and arrows to engravings and hieroglyphs— 
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appear while the text narrates the battle, describing how “line subjugates man” 
and engenders a “torn soul.” 

Klein's script makes reference to painting in China, India, and Japan, but he 

dwells more specifically on the history of Western art, from the rivalry between 

Jean-Auguste-Dominique Ingres and Eugéne Delacriox to the Impressionists and 

ultimately Kasimir Malevich. Klein’s insistence on color over line is maintained 
throughout his writings. He continually thematizes color’s historical status as both 
supplement and sensible impression, reversing its secondary status in idealist 
aesthetic discourse and explicitly aligning himself with colorists such as Delacroix. 
But La Guerre is in many ways a conventional film. It stages a drama, albeit one 
specific to the history of art, that ultimately gives way to images accompanied by 
a descriptive, even didactic, voiceover narration. In the same way, his subsequent 
1957 film, despite the prospective “discrepant” sound, remains conventional; the 
sequences are bereft of any radical manipulation or superimposition. 

Klein's film works from 1953 to 1962 number approximately sixteen and vary 
in both production and effects.** They range from scripts that were never realized 
to completed films employing professional cameramen, such as Albert Weil (who 
recorded Klein's work for Gaumont). Some examples show Klein in the various 
roles he assumed: from a judoka in 1953 (figure 10) to an orchestra conductor for 
his Symphonie Monoton-Silence [Monotone-Silence Symphony], the performance 
of which accompanied the Anthropométries de |’époque bleue [Anthropometries 
of the Blue Epoch] in 1960 (figure 11). These films, alongside his multiple photo- 
graphic self-representations, demonstrate the persistent importance of the role of 
media in his process and in the production of his multifaceted artistic identity. 

Other films, such as the 1957 Propositions Monochromes described earlier, 

feature Klein’s monochromes and at times provide extreme close-ups of their sur- 
faces (as with the work shown at Iris Clert’s). Blue pigment fills the image frame, 
evoking the opening shots of La Guerre. Such close-ups recur in other instances, 

such as in Bas-Reliefs dans une forét d’éponges [Bas-Reliefs in a Forest of 
Sponges] from 1959. Klein carefully orchestrated not only the documentation of 
his work during exhibitions (e.g., Yves Klein: Monochrome und Feuer [Yves Klein: 

Monochrome and Fire], 1961, and Antagonismes II [Antagonisms II], 1962) but 

also the process of its creation—perhaps nowhere more marked than in his film of 
the Anthropométries de |’époque bleue.*” 

With the production of “immaterial pictorial sensibility,” however, Klein cleaves 
painting from any of the possible effects it might achieve in his application of paint. 
By abandoning canvas as a support for his work, Klein developed what | will call 
a “painting séance,” taking a cue from Maurice Lemaitre’s designation of his 
Lettrist work in film as a “séance de cinéma” (séance translated as “session” by 
Lemaitre).** Lemaitre’s séance de cinéma (or syncinéma) amplified |sou’s chiseling 
of celluloid as well as the independence of sound from image (figure 12A-B). 
With Le film est déja commencé? [Has the Film Already Started?], Lemaitre also 
challenged the integrity of the conventional screen, expanding it, as it were, to 
include draperies and objects that were waved in front of it as well as the incorpor- 
ation of the spectators’ bodies when they would stand, both provoked and unpro- 
voked, to speak. What is more, the entire theater staff, from managers to ushers, 
became part of the work, thereby shifting the terms of film's reception from the 
screening to the séance.*” Described in France-Soir as a “cinéma tridimensionnel"” 
[three-dimensional cinema], what was crucial to Lemaitre was the dissolution 
of the separation between the space of the theater and the space of the screen 
(figure 13). Enlisting precisely those elements that are usually considered extrinsic 
to the cinematic viewing experience, Lemaitre’s script is tellingly divided into three 
parts: sound, image, and “salle” (figure 14). Here, nonsynchronization occurs not 
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Figure 10 

Yves Klein, Still from Scénes 

de Judo [Judo Scenes], Japan, 
January 1953 

Figure 11 

Yves Klein, Still from 

Anthropométries de l’époque 

bleue [Anthropometries of the 

Blue Epoch], March 1960 

Figure 12A—B 

Maurice Lemaitre, Stills from 

Le film est déja commencé? 

[Has the Film Already Started?], 

1951. © 2010 Artist Rights 

Society (ARS), New York/ 

ADAGP, Paris 

Figure 13 

Press clipping from France-Soir, 

December 8, 1951 

Figure 14 

Script for Maurice Lemaitre’s 

Le film est déja commencé? 
[Has the Film Already Started?], 

1951 © 2010 Artist Rights 

Society (ARS), New York/ 

ADAGP, Paris 

‘commencé ? 

Organisation d'une Séance de Cinéma 
3 

SON IMAGE SALLE 

NEANT 

Les diverses nuances avec lesquelles le 
son du film est dit n'ont pas été notées si 
elles ont été résolues dans le film lui-méme. 

Le probléme de /a yeix est trop complexe 
pour étre abordé ici. Des comédiens sont 
devenus célébres par leur voix, dans le film 
sonore. Alors que l’avénement du peorlant 
ena réduit d’autres au chémage. 

Mais Lemaitre, qui a horreur de sa voix, 
croit & I‘indéfinie pertectibilité de I‘homme, 
et améliore sans cesse celle-ci. Une telle 
création dans le son du cinéma ne peut que 
s'accompagner d'une création paralléle dans 
le domaine de I'expression de ce son. 
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NEANT Un écram portatlf de cou- 
leur rose sera installé devent 
Ventrée du cinéma aux néons 
tous éteints, dés que la nuit 
se sora ailongée sur te bou- 
levord. Uns heure avant fa 
séagnc2 et jucqu’a celle-ci, un 
opérateur impassible y pro- 
jettera des classiques du 
film: « Intolérance de Grif- 
fith », por exemple, Sur le 
frettoir, devant fa salle 
Seront écrits en fettres énor- 
mes, d‘un blanc yaourt, tos 
mots: «lci, a 20 h. 30, 
séance de cinéma » avec une 
fiache dont fa pointe sera 
dirigée vers la caisse. Au des- 
sus de coffe caisse, sur le 
fronton, une gigantesque af- 
fiche, sans aucune illustra- 
tion, indiquera le titre du 
film: «Le Film est déja 
commencé ». De chaque coté 
du hall d’entrée, sur les murs, 
des photos sous verre repré- 
senteront : 

a) Un baiser (gros plan), 
les vedettes important peu, 
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Figure 15 

Yves Klein, Le vide [The Void], 

1958. View from the street, 

Galerie Iris Clert, Paris 

Figure 16 

Le vide, installation view 
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only between image and sound (as with Isou) but also between what is on and 

off screen, continuing Artaud’s emphasis on the “volumetric potential of the ‘off- 

screenness’ of sound.”** One of the film’s intertitles made the stakes patently clear: 
un film pas comme les autres [a film unlike the others]. 

If Lemaitre and his fellow Lettrists waged an attack on the traditional terms of 

spectatorship—the frontal subject-object relationship that defines the primary 
axis of conventional theater and cinema, respectively—Klein claimed to have 

similarly reworked the institutional model of spectatorship in relation to painting, a 
model he believed also lingered in abstract art. It is precisely by tracking the shift 

from representation to event, screening to séance, that we might further specify 

how the Lettrists’ challenge to the apparatus of cinema drove Klein’s reformulation 

of painting and ultimately his abandonment of its conventional support.*? Klein's 
indebtedness to Lettrist cinema is not to be located in his films as film per se, 
but rather in his staging of “immaterial pictorial sensibility,” perhaps nowhere more 
notorious than in his subsequent production of the exhibition known as Le vide. 

* 

On April 28, 1958 (also the artist’s thirtieth birthday), Klein presented La Spéciali- 
sation de la sensibilité a I’état de matiére premiére en sensibilité picturale 
stabilisée [The Specialization of Sensibility in the Raw Material State of Stabilized 
Pictorial Sensibility] at the Galerie Iris Clert. Popularly referred to as Le vide 
[The Void], Klein’s film of the exhibition documents the mise-en-scéne: it begins 
with a brief shot that pans from the sky down to the Ecole nationale supérieure 
des beaux-arts on the rue Bonaparte at the end of the small street (the rue des 
Beaux-Arts) where Iris Clert’s gallery was located.’° Next, a medium shot shows 
the gallery's neighboring passageway adorned with long blue curtains; the camera 
pulls back slowly to reveal the entire fagade as well as the gallery windows painted 
in Klein's signature International Klein Blue. As the scene continues, we see the 
sidewalk, street, and three men entering the dim passage. The film then cuts to 
a perspective from within this darkened space; Klein appears from behind a blue 
drape, which blocks the view into the interior of the gallery. He ties the drape 
back (off-frame) to allow access inside. The next shot, still from the vantage of the 
passageway, shows an empty vitrine inside the gallery and a white curtain, which 
frames the left side of the doorway (figures 15 and 16). 

The film continues with an establishing shot of the gallery’s empty interior 
space. On the far left, a lamp shakes and rotates frantically, causing light to move 
across the space (a low-budget effect that gives form to the “immaterial pictorial 
sensibility” purportedly exhibited therein). The next shot frames the entrance to 
the space (with its two white curtains) and begins a slow, approximately 180- 
degree pan that follows the wall to the front of the gallery (where we see the 
gallery desk) and stops at the edge of the vitrine on the opposing wall. The film 
then cuts to a close-up of a wall, highlighting the white paint and its application, as 
light visibly pulsates across its surface. In the final shot, Klein is framed on the far 
left. We see only part of his body as he stands in front of the gallery desk looking 
down at the pages of an open book with writing on the left page and a drawing 
on the right (perhaps the gallery's Livre d’Or?).”' Suddenly, he moves swiftly, 
extending his right arm, to turn the book’s page. The film ends. 

On the occasion of the exhibition's public opening, Klein would additionally 
activate the ritual progression, already documented in the film, from the street 
to the interior of the gallery.” As shown in the film, the gallery's street entrance 
was closed, so the some 2,500 visitors (according to Klein) entered through the 
adjacent passageway, walking through the blue curtains that framed the entrance 
where two private guards checked invitations and two Republican Guards dressed 
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in full regalia were stationed. This space also served as a reception area, where 
visitors were offered cocktails of Cointreau, gin, and methylene blue. At the back 

of the passage, where two more guards restricted admittance to ten at a time, the 
visitors entered the gallery that Klein had repainted white. The empty interior— 
Klein’s space of pictorial sensibility—was to be perceived as the immaterialization 

of the blue exterior.”’ 
Press responses at the time ran the gamut from lauding the space’s incalcu- 

lable powers to denouncing the presentation of white walls as a joke. And while 

critics repeatedly insisted on the exhibition of “a white wall,”** Klein averred 
in a radio interview with André Arnaud for Europe 1, “I did not display color on the 
walls, it is an illusion, again one of the latest, because in reality what | want to 
present here this evening is not at all the walls of this gallery but the ambiance of 

the gallery.””’ For Klein, the work was not void, “because, in fact everything 

happens in space [tout se passe dans I’espace].””* Klein further maintained, “the 
immaterialization of painting...must act upon the sensuous vehicles or bodies of 
the exhibition visitors with much more effectiveness than ordinary, physical, repre- 

sentational paintings.””’ 
| have elsewhere explored Klein's description of the specificity of the 

experience generated by Le vide.’* As narrated by the artist in his text “Le 
dépassement de la problématique de I’art” [Overcoming the Problematics of Art], 

1959, the crucial scene unfolded as follows: 

9:50 p.m. In the Gallery, | suddenly notice a young man about to draw on one 

of the walls. | rush to stop him and | ask him, politely but very firmly, to leave. 

While accompanying him to the small door to the exterior where the two 

guards are posted (the crowd in the gallery is silent and waits to see what will 

happen), | shout to the guards who are outside: “Seize this man and throw 

him out with violence.” He is literally expelled and disappears caught by my 

guards.” 
Framing the events in ten-minute intervals as they might unfold in a film 

script, Klein concluded: 

10:10 p.m. 2,500 to 3,000 people are in the street; the police in the rue 

de la Seine and the firemen in the rue Bonaparte are trying to push back the 

crowd toward the quays of the Seine.... 

10:20 p.m. Arrival of a representative of the Order of St. Sebastian in full 

regalia (bicorne and cape with a red Maltese cross)... 

On the whole, the crowd enters the Gallery angry and leaves completely 

satisfied. What the Great Press will be compelled to record officially in 

writing is that 40% of the visitors are positive, capturing the pictorial sensible 

state, and seized by the intense climate that reigns, terribly, within the 

apparent void of the exhibition.°° 

Given the absence of any photographs of Le vide’s opening—that is, no images 

of the police or firemen, the bodyguards, knights, or the crowd—Klein’s text 

self-consciously crafts a firsthand account that both describes the event and 

reproduces it in the present.*! The space of immaterial pictorial sensibility docu- 

mented in the film is thematized as a purified space that restricts any form of active 

engagement, resulting in a ritualized state of total spatial control.°? 

The presence of Republican Guards served to signify and symbolically encode 

Le vide as a space presided over by the French state while simultaneously 

legislating visitors’ behavior. In cooperation with these and the four additional 

private guards that Klein employed, visitors to Le vide complied with the 

exhibition’sspatial organization, which commanded their bodies’ movement (e.g., 

waiting in line, entering in groups of ten)” and equally prescribed their gestures 

(showing invitations, not writing on the pristine walls). The space’s effectiveness— 
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what Klein called “the intense climate that reigns terribly’—depended upon the 
visitors conforming to the norms implied in such rituals. To the extent that the 
public (or at least 40 percent of it, according to Klein) bestowed their collective 

recognition on the event, Klein made the implicit violence of his strategies visible: 

not only through the graffitist’s expulsion from the space, but also through the re- 

maining visitors’ silent, compulsory witnessing of this act. Klein went even further: 
he made the bodily dimension of ritual’s functioning explicit by infiltrating—literally 
and materially—the visitors’ bodies, because the cocktails they were so innocently 
served made them urinate blue. 

Rather than disguise the performativity of the space or the attendant social 
conventions through which Le vide was produced, Klein gave space—as a specific 
form of symbols, operations, and interactions—the character of an event. But 

Le vide hardly suggests any simple or pure liberation from representation, rather— 
and this is crucial—it points to an engagement with power beyond the “reality 
effect” of representation and the accompanying unitary perceptual focus that so 
troubled the Lettrists and Artaud. With Le vide, Klein abandoned painting, but only 
to entrench the medium more firmly, as it were, in a discursive “apparatus” beyond 
its material support—from the commercial transactions for visitors’ “impregnation” 
in the space to the presence of Republican Guards—that regulated the experience 
of space and the subjects it produced. Even so, a tension ensues between the 
hyperbolic performative activation of the gallery and the “immediacy” that such 
means were supposed to put into effect. 

* 

TO UNDERSTAND HOW TO BE BOTH GENTLE AND CRUEL, TO KNOW HOW 
TO CONTRADICT ONESELF: —YVES KLEIN“ 

Two and a half years later, the question of spectatorship took center stage again 
in the pages of Klein’s four-page newspaper Dimanche, which served as his 
contribution to and publicity for the Festival d’art d’avant-garde and also became 
the subject of one of his films. Given the potential that his “theatrical” production 
might go unnoticed, Klein advertised the work in this format, mimicking channels 
of mass communication such as the “real” French Journal du Dimanche (the Sun- 
day edition of the Paris daily France-Soir). He distributed his paper to various Pa- 
risian kiosks on November 27, 1960. Under the column heading “Actualité,” Klein 
explained his decision in the context of the festival to “present the ultimate form of 
collective theater that is a Sunday for everybody.”*? He declared a “day of festival, 
a true spectacle of the void.”*° This theater had as its objective “the pleasure of 
being, of living,” his field of operation ultimately extending to the “entire universe”®’ 
(figures 17 and 18). 

While Klein’s words may evoke the work of sociologist Irving Goffman, whose 
1956 book The Presentation of Self in Everyday Life regards the everyday as a type 
of “theater,” what is in fact more noteworthy are the terms the artist employed 
to historicize his theater in the lead article accompanying the headline “Théatre du 
Vide” [Theater of the Void] as well as his proposals for various theatrical scenarios. 
Klein began, “The theater is forever searching; it searches for lost beginnings.” 
He continued, “For me ‘theater’ is not at all a synonym for ‘representation’ or 
‘spectacle.’”°’ With this statement, Klein simultaneously acknowledged a long 
lineage of avant-garde experimentation and disavowed his work’s relation to that 
of other directors—from Constantin Stanislavsky to his contemporary Jacques 
Polieri.”° Klein affirmed that his work “has absolutely nothing to do with any of 
these directions or research [in theater]...except perhaps with those of Antonin 
Artaud, who sensed the coming of what | propose here today.””' 
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- Stupéfaction monochrome 

Les spectateurs convoqués en- 

trent dans une salle vide dont !e 

sol est recouvert de riches tapis 

tres épais en longue laine blan- 

che et ott leur sont distribuées des 

pillules bleues 42 consommer sur- 

dans laquelle apparaib un espace 

immense intérieur comme exté- 

rieur bleu, bleu uni monochrome. 

(Cependant, dans ce bleu, deux 

autres couleurs semblent bien dis- . 

tinctes et séparées les unes des 

Figure 17 

Yves Klein, Still from Dimanche, 

1960. Film footage by Albert 

Weil 

Figure 18 

View of front page of Dimanche, 

November 27, 1960 

Figure 19 

Clip from third page of 

Dimanche 

le-champ. autres : c’est l’or et le rose, mais 

- tout est bleu uni I.K.B. en fin 

Deux ou trois minutes plus de compte.) 

oe ee aed tee ee C’est la béatitude des paradis 

effet du stupéfiant : c’est-a-dire, artificiels en bleu. 

une agréable torpeur dynamique Tout le monde s’y prélasse. 

19 

Klein’s published script proposals evoke a desire for immediacy and direct 

communication, one in which the experience of the spectator is key. For Sensibilité 

pure [Pure Sensibility], Klein explained that the spectators take their seats, while 

a man on stage announces, “ladies and Gentlemen, due to circumstances, this 

evening we are forced to chain everyone to their seats (and, in addition, to gag you) 

for the duration of the performance. This measure of security is necessary in order 

to protect you from yourselves in the presence of this particularly dangerous per- 

formance from the point of view of pure affection.””? While a group of “chainers” 

and “gaggers” enters the auditorium, a “fizzing” sound acoustically fills the space. 

“Beautiful young girls...mingle like hostesses with the male spectators in the audi- 

torium and comfort them” with handsome young men providing the same service 

for the females.”’ The first half of the performance is filled with the fizzing sound, 

while the second half is silent. Only after the complete hour has passed are the 

spectators set free. Consider also, for example, Klein’s proposal for Stupéfaction 

monochrome [Monochrome Stupefaction] (figure 19) in which the “convened 

spectators enter an empty room” and receive “blue pills to be consumed on the 

spot. Two or three minutes later, they collapse under the effect of the drug.””* Fall- 

ing into an “agreeable dynamic torpor,” they experience a “uniform monochrome 

blue.””’ 
Klein’s scripts thematize a body, one forcibly subjected to or even overpowered 

by sensation in a way that effectively breaks the “protective barrier” that tradition- 

ally separated viewers from the stage. Klein hoped to restore the purity of presence 

in his work, one without difference, and one not subjected to line—what he, let us 

recall, called a “reign of cruelty.” But in abandoning line, and ultimately color, in the 

service of “pure sensibility,” Klein’s theater proposals remain no less governed by 

other techniques of power—here territorialized in a modality of forced reception 

dependent on Klein as sovereign director. Klein’s scenarios suggest an outright as- 

sault, both external and internal, on their prospective viewers, one already antici- 

pated in his ritualized production of Le vide. 

Artaud’s aesthetic was also about an assault on spectatorship; he described 

his desire to “mesmerize the audience’s sensibilities” and to “surround the specta- 

tor in the most physical ways, leaving him immersed in a constant pool of lights, 

images, movements, and sounds.””° With Klein's use of a newspaper as support 
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for his work, however, the reader is not so much forced to experience his proposed 

events and their intense sensations as he or she is sensationally informed about 
them.’” Indeed, the private mode of reading inherent to Klein's newspaper runs 
counter to Artaud’s aim to unleash the senses as a means by which to “circumvent 
the linear transitivity of visual confrontation.”’® This disparity is clear in Klein’s film 
produced on the occasion of Dimanche’s publication. 

The film, shot by Albert Weil, begins by showing images of various historical 

sites in Paris and the city’s rather empty Sunday streets. It then reveals a kiosk 
with Dimanche on display, continuing with shots that focus on the economic trans- 
action at the moment of purchase. Next, various individuals with Dimanche in hand 
are shown entering the Galerie Rive Droite. Once inside, they read the pages of the 
newspaper in Klein’s presence; for one visitor, Klein points to the caption under 
his famous leap: “Le peintre de I’espace se jette dans le vide" [The painter of space 
leaps into the void]. The film’s final shots show a man walking down the street as 
he reads Dimanche. The film ends with an extreme close up of the “Actualité” 
column, panning down its lines so as to give the viewer time to read it in full. 

With Dimanche, Klein seemed to deliver his work and its sensible effects 
wholly to the newspaper’s commodified form as well as its informational conceit. 
He even sent eight copies of the newspaper to the Ministry of Information, with 
a letter noting that in doing so he was acting “in compliance with the law.””? 
By extension, the success of Klein’s project is due precisely to how he mobilized 
the performative efficacy of newspaper conventions: e.g., masthead, headline and 
lead story, photographs with captions, even using the exact typography of the 
“real” Dimanche.*° In Dimanche, these conventions both describe and present the 
work while simultaneously “creating” that which they describe, a mode of perfor- 
mative signification already established six years earlier with his publication of 
the “catalogue” Yves Peintures [Yves Paintings]. But where the deluxe catalogue 
produced the “effect” of the artist Yves Klein's monochrome production (i.e., there 
are no works that actually correspond to the so-called reproductions pasted 
therein), what also emerges as central to an understanding of Dimanche is the 
violence of the content, one that might be historically specific given the fraught 
context of the French-Algerian War, thereby bringing the reality of the street to 
both his proposals for the stage and to the newspaper as a site that regulates the 
domain of speakable discourse.®! 

By way of conclusion, | would like to draw attention to the monochrome 
reproduced on the lower-left-hand side of the front page of Dimanche. The caption 
explains, “L’espace, lui-méme” [Space itself]. At first glance, the image seems to 
reproduce one of Klein's monochromes, but it is, in fact, composed solely of the 
grayscale of the newsprint. Here, Klein provided a kind of “pure” painting, no gap 
between the image and its representation; the monochrome’s former materiality 
has given itself over completely to the pressures of the media—a substanceless 
visuality whereby the immediacy of space is media-produced. Just diagonal to this 
image and also on the front page is Klein’s notorious Le Saut dans le vide [Leap 
into the Void]; its extended caption explains, “Today the painter of space must 
actually go into space to paint, but he must go without tricks or fraud, and not in an 
airplane, parachute, or rocket. He must go there himself... In a word, he must be 
capable of levitating.” Klein’s front-page photograph served as both documentation 
and illustration of his proposal for an immediacy unfettered by bodily limitations or 
technology at the same time that it exposed his reliance on the media's “tricks” — 
in this case darkroom techniques that were the condition of possibility for his 
seamlessly montaged leap.®? 

If Artaud’s howls and screeches haunted the spaces of Lettrist cinema, shifting 
the terms of film’s production and reception from the screening to the séance, from 
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the representation to the event, Klein charted a similar move in what | have called 

his painting séances. But where the Lettrists employed dissociative strategies— 
from the disjuncture produced between speech and sound, sound and image, and 
between screen and space—to resist representation, Klein's painting séances are 

not performances that resist representation but rather are explicitly and knowingly 
performative—that is, their efficacy depends on precisely the facts and practices 

that govern the appearance of a message and is bound to both social convention 

and public ritual. 
Klein declared an art premised on immediacy and direct perception, but, 

in the end, his work reveals this immediacy as decidedly fraught. Whether it be 

through the hyperbolic activation of space in Le vide, whereby actual violence 
ensues when the behavioral codes are breached, or the presence of a ghost in 

Allendy’s second floor space, at each and every turn the means by which Klein 
produced “immaterial pictorial sensibility” proves to be at odds with what he 
declared. When abandoning painting’s conventional support, Klein animated rather 

than dissolved his work's discursive frame, continuing to signify “painting” but 

doing so in the absence of a material referent. On account of Klein's “immaterial 

pictorial sensibility” painting becomes a séance: at once a ghost of its former 
presence and at times even the presence of ghost. 
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“Obsession de la lévitation” (Le Saut dans le vide) 

[Obession with Levitation (Leap into the Void)] 
1960 

Black-and-white photograph 
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Le Saut dans le vide [Leap into the Void] 
1960 

Black-and-white photograph 
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When Attitudes Become Form, exhibition catalogue, 

Kunsthalle, Berne, Switzerland 

1969 

Printed paper 

12 “6 x 9 Ye in. (31 x 23 cm) 

Yves Klein, Saut dans le vide, Paris 1960 

196 

I first met Yves Klein in 1962 when he came to this 
country (America) for an exhibition at Dwan Gallery in 
Westwood, California. Knowing him only by reputation and 
being somewhat in awe of the theatrical production aspects 
of his work, I made a small suitcase containing toy dolls, 
press releases and a jar of International Klein Blue (sort 
of a working-travelling kit), which I presented him (rather 
tongue in cheek) on his arrival. A warm friendship ensued. 
and one day he gave me an Immaterial. 

An Immaterial is a very difficult work. In its final 
distilled aspect, it is probably pure art because nothing 
physical exists, It works this way: The buyer-collector 59 
of an Immaterial would give Yves money; in fact, quite a 
bit of money for the ownership of the Immaterial. Yves 
would then issue a receipt for the money which was printed 
on very special paper, the stub of which I believe was 
filed somewhere by someone for record purposes. Yves would 

then divest himself of the money by "throwing the gold", 
which meant actually scattering the money in the mountains 
from a plane or dropping it in the ocean from a boat, etc. 
The buyer-collector then completed the gesture by burning 
the receipt so that artist and owner each had nothing but 
the art experience. 

In my particular case, Yves* untimely death prevented 
his "throwing the gold". However, at a later date, his 
wife, Rotrawt, and Arman cast gold leaf from a boat on the 
waters of the Mediterranean in his name, symbolically 
completing my Immaterial. 
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La Réve du Feu [The Dream of Fire] 
c. 1961 

9 "Ae x 7 ein. (24 x 18 cm) 



Untitled Fire Painting 
(F 125), 1961 
Scorched cardboard on panel 
22 “As x 78 “Ain. (57 x 200 cm) 



Untitled Fire Painting 
(F 11), c. 1961 
Scorched cardboard on panel 

24 x 19 "Zein. (61 x 50 cm) 
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Untitled Fire-Color Painting 
(FC 1), 1961 
Dry pigment and synthetic resin on scorched cardboard on panel 

55 %x 117 “ex 1 %ein. (141 x 299.5 x 3 cm) 
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Untitled Fire Painting 
(F 82), 1961 
Scorched cardboard on panel 

55 % x 119 % in. (141.9 x 303.8 cm) 
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Untitled Fire Painting 
(F 81), c. 1961 
Scorched paper on fiberboard on panel 

51% x 98 ‘Zin. (130.2 x 250.2 cm) 
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Untitled Fire Painting 

(F 27 1), 1961 
Scorched cardboard on panel 

98 “cs x 51 “%e in. (250 x 130 cm) 

206 



Untitled Fire-Color Painting 
(FC 3), c. 1962 
Dry pigment and synthetic resin on scorched cardboard on panel 

53 "As x 29 Vain. (137 x 74 cm) 
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My monochrome attempt has conducted 
ratem coma i(em 5) (UCemm tivem oy UCM Nona cere MTS 

the immaterial. The immaterial 

announced FHE VOID. In the heart of 

the VOID as in the heart of man, fires 

are burning. Paradoxically man always 

understands the definite element which 

is nevertheless undefinable. 

Fire has created the civilization and 

has established the reign of the human 

in nature. All facts that are contradictory 

are genuine principles of universal 

explanation. Thus fire is a human reality 

as well a cosmic state. Where THE VOID 

is found there also lies fire. Blue is fire, 

gold is fire, rose is fire as well. Standing 

between the blue and the fire | know now 

that essentially | am a realist of today and 
yesterday, as well as tomorrow. 

English text for Yves le NW Koynvexeu aTnodnnres 

exhibition catalogue, Leo Castelli Gallery, 

New York. 

It was in 1955 that | first presented my 
Fire Paintings. Right away | realized 
the immense possibilities of this living 
material. If all that changes slowly is 

linked to life, then all that is transformed 

rapidly is explained by Fire. 

Handwritten text. Trans. Constance Perrot 

Pye Mei alatolelrem melante lise 

208 

THE WRITINGS OF YVES KLEIN 

In London | worked secretively for 
about a year to earn my living in the Old 
Brompton Road framing shop of one 
of my father’s friends, Robert Savage. 
It was there that in assisting in the 
preparation of glues, colors, varnishes, 

and gildings that I first came near raw 
materials and handling them in bulk. In 
applying coat after coat on the frames 
between sanding, taking great pains to 
avoid any undesired imperfections or 
irregularities, | first glimpsed a beautiful 
white distemper, clean and dry. Then, 
after the second coat, it was a very pale 
reddish gray or a translucent pink. It 
was necessary to constantly examine — 

the surface closely, from about five to six 

centimeters away, to inspect it in detail 
(my vision was perfectly normal), and to 
see if it was consistently silken, smooth, 

or deliberately rough. 
And then, the gold! Those leaves 

literally fly away with the slightest 
movement of air and have to be caught 
in flight with a knife in one hand and the 
gilders cushion in the other. The leaves 
are delicately placed on the surface 
to be gilded, prepared with a base 
and moistened with gelatinous water 
beforehand. What material! What better 
training with respect to pictorial matter! 

Excerpt from “The Monochrome 
Adventure” in Overcoming the 

Problematics of Art: The Writings of Yves 

Klein, trans. Klaus Ottmann, 153-54. 

CORNY 

YAN DJ Pate is 

KITSCH 

... INSEARCH OF BAD TASTE 

It is impossible to translate the quality of 
the word “corny” or “kitsch” into French; 

it exists in the distant and traditional 

association of the words “mauvais gout” 

(bad taste). : 
... 1s bad taste natural? 

.. Is bad taste artificial, a product 

of society? 

American bad taste is perfect and ~ 

potent, but European bad taste is terrible 
because it is sparse and much nastier; it 

_is always morbid. 

Delacroix sublimated bad taste 

against the attack of being literary. 
The new notion of “bad taste,” 

good taste? Even worse. 

By attacking the corny we again become 

barbarians, a great circular force. 

The genius, the asserted childhood, 
the child: we love the whole circus, 

the brilliant and booming colors, the 

noisiness, even the vulgarity is marvelous 

to the eye of a child; it is a sign of being in 

tune with life. 

We have no intention of occupying 
ourselves with good taste; that would be 

in poor taste. | like playing with bad taste 
_ the same way | like to play with fire. 

In Search of Bad Taste 

Corn—Kitsch 

The objective of this manifest is to 

denounce that state of things designated 

under the name of bad taste, as being 

one of the most essential components 

of art. 
Vimtatianwoxemco)(e Pall iFatmco bremcra Kem anraye 

as of now the “corny” or “kitsch” is a new 

notion in art: 

To say that great art has always 
been in bad taste, would not be fair, but 

it is correct to assert that the almost 

systematic use of the same vitality of bad 

taste has been used effectively in the 

construction, the creation of all works 

of art, throughout history. Works of art 

become companions of the soul, the 
universal human soul. 

The truth for Man by nature is not 

style, it is not academic dogma, nor 
anything ideal, the truth which is truly 

good is the corn, the bad taste, kitsch, 

because they is a loyal friend, full of 
human comprehension, the great nature, 

it is cruel and beautiful in itself, but 

_ visiting for the duration of life with works 

of art that are thus our guides. 
We hope that critics and others, 

Dada, do not right away affiliate us, our 
Dada, with their Dada. 

Typewritten text. Trans. Klaus Ottmann. 



Ci-git l’/Espace [Here Lies Space] 
(RP 3), 1960 

Dry pigment, synthetic resin, natural sponges, and artificial flowers on 

gold leaf on panel 

49 “Ae x 39 % x 3 /oin. (124.9 x 100 x 10 cm) 
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Le Silence est d’or [Silence is Golden] 
(MG 10), 1960 

Gold leaf on panel 

58 4 x 44 % in. (148 x 114 cm) 
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Untitled Gold Monochrome 

(MG 7), c. 1960 
Gold leaf on panel 

78 % x 60 4 x “Ain. (199 x 153 x 2 cm) 
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Untitled Gold Monochrome 

(MG 8), 1962 
Gold leaf on panel 
32 Ye x 28 % in. (81.4 x 73 cm) 
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Arman Portrait-Relief 
(PR 1), 1962 
Dry pigment and synthetic resin on bronze on gold leaf on panel 

69 °c x 37 Yo x 10 Yin. (176.1 x 94.1 x 26 cm) 



Au nom du bleu, de lor, de l’immatériel... 

[In the name of Blue, Gold, and the Immaterial...] 

1960 

Dry pigment, gold leaf, and ink on paper 

3% x 11 “%e in. (9.5 x 30 cm each) 



Ex-voto dédié a sainte Rita de Cascia par Yves Klein 
[Ex-voto dedicated to Saint Rita of Cascia by Yves Klein] 
1961 
Dry pigment, gold leaf, gold ingots, and ink on plexiglass 

52x 84x 1 “in. (14 x 21 x 3.2 cm) 

Lime foe t< ble woe 

a Ye fiend ey ake Peers 
ee 

oo, fhe dertt ae as a 

The BLUE, the GOLD, the PINK, the IMMATERIAL, the VOID, the architect- 

ure of air, the urbanism of air, the climatization of vast geographical 

spaces for a return of human life to the legendary Edenic state. The three 
bars of fine gold are the proceeds from the sale of the first four ZONES OF 
IMMATERIAL PICTORIAL SENSIBILITY. [...] Under the earthly guardianship 

of Saint Rita of Cascia: pictorial sensibility; the monochromes; the IKB; 
the sponge sculptures; the immaterial; the static, negative, and positive 
anthropometric prints; the shrouds; the fountains of fire and water; the 
architecture of air; the regulating of geographic spaces, thus transformed 
into constant Edens rediscovered on the surface of our glove; the Void. 
The theater of the void; all the particular marginal variations of my work; 
the Cosmogonies; my blue sky; all my theories in general. May my enemies 
become my friends, and, if that is possible, may any attempt against me 
never harm me. Make me and all my works invulnerable. So be it. 

O ons 
Pee 

ye let GA ee foilcc res ere eae 
8 o/ 

BO ies Ci ihe wks a fone ay ng Sota eke al org Can 

abe afin ala. Bet Cree OL iS. ae Fo iin pe 7 Ce 

May my work in Gelsenkirchen always be beautiful, more and more 
beautiful, and be recognized as such and as soon as possible. May the 
fountains of fire and walls of fire be executed by me without delay in front 
of the Gelsenkirchen Opera House; may my exhibition in Krefeld be the 
greatest success of the century and be recognized by all. Saint Rita of 
Cascia, saint of impossible and desperate cases, thank you for all the 
powerful, decisive, marvelous aide that you have granted me up to now. 

Thank you infinitely. Even if | am personally unworthy of it, grant me your 
aide again and always in my art and always protect everything that | have 
created so that even in spite of myself it should always be of great beauty. 

Excerpt from “Prayer to Saint Rita,” handwritten document placed within 
Ex-voto, February 1961. Trans. Klaus Ottmann in Overcoming the Problematics 

of Art: The Writings of Yves Klein, 180-81. 
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Store poéme [Scroll Poem] 
(with Arman, Claude Pascal, and Pierre Restany) 
(ANT SU 15), 1962 
Dry pigment and synthetic resin on fabric 

582 "Ve x 30 Vein. (1480 x 77.9 cm) 

Bae 

4 
\ 
| 
4 

‘ bi eansnnisgtcl 

218 



219 



Pages 220-21 

Details of Store poeme 

aa | A Comme 'efacl 

et Thai Buk “af 

ve (Gaetna feryie lise 

ion te VAC  TOMME p- ol 
Wiike [ele fomidle Aci 

ee ae 

} ae Aduw WA : aaislll Z 
fe seers lt ie oe / 

AE al Ry ee 
fo 

Bact \) ont 
ie tele ig eek. 

me Si€y a 

220 



\eeee 

— = tact Sm eo Harts 

ie it Fe'gra has OS be yp, “Gomer 

duisarrem” ( her nee SY apy 

dl wk, de Soke & layer 5, avait 

die, larch. tetne he poor, 

suniclasregp Eh pert 
pave. CSV UW Cyt 

Ja for , Wee Aft, 

Ot hater paipPry dhs 
Csr (itu ell sea ohh 

po 
Pet i. si 

ky ’ 

feria Peep Ec eee Velin = 

an eapetine Aharon 

saga 

ah pun KW seh 

wuts , Aw cee hacl.emetA 

ey Say cen ok ees 

Fee Cc Mlee Met poe ce 
: CE RITE f° NICE MITE 

RICE TICS MICE MICK T Seemce 

ser iL SIC MCR 
mice meets WiC “ere: WIFE ar r He 

e tee wie MICE He RETMICE BREE sic) 

sechact hike autre lr 

ule Vent Utena, JA Se fies 

on nonmmyar t oof! haere ee 

(ee are pnd |/Uwr Nar Hee 4 

a ha g shar Lvs tyserlre 

¥~ "at
es! i

gheia ¢ | 

Ar Aue a 
jection jana li “2 

221 



“Le but final de l’architecture de lair...” 

[The ultimate goal of air architecture...] 

c. 1959 

Ink on paper 

11 Ys x 9 Vein. (28.1 x 23 cm) 
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“Architecture of Air” 

patented in the name of 

—  YVES Klein <Ne1 French painter 

— Werner RUHNAU < Ne 1 German 

engineer, architect 

With common technical means (turbines, 

wind tunnels, etc.) the air is propelled at a 
speed (relative to the distance) and thereby a 
protective layer of air is created, that is to say, 

an invisible and immaterial roof. 

The functional goal of the architecture of air 
is to propose the creation of air-conditioned 
volumes of a type that protect 20 meters of 
ground from 

atmospheric phenomena and others—and to 
install thus a kind of “living” on the surface 

while closets, supplies, kitchens, bathrooms, 
showers, toilets, etc. are placed below ground. 

turbine air 

above ground below ground 
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“Plan” 

c. 1959 

Graphite on paper 

6 %x 9 “ein. (15.6 x 24 cm) 
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“..projections d’air...” [...air projections...] 
1955 
Ink on paper 

11 ‘Ae x 8 in. (28.1 x 21 cm) 



Mod. n° 58973 (Création d’un toit d’air) [(Creation of an Air Roof)] 1 Creation of a roof of forced air using / known 
Preparatory Drawing industrial methods to create a /layer of invisible 
1959 air protecting from the mechanical / conditions 
Ballpoint pen ink and graphite on tracing paper of the atmosphere and also air-conditioned / 

5 %e x 8 Ye in. (13.5 x 20.5 cm) and conditioning. / Use: pergolas / garages / 
stadiums / bungalows / urbanism. 

Mod. n° 58973 (Création d’un toit d’air) [(Creation of an Air Roof)| 2 
Preparatory Drawing Translation by Brian Holmes published in Didier 
1959 Semin: The Painter and His Model on Deposit 
Ballpoint pen ink on tracing paper (Yves Klein Archives, 2001). The Yves Klein 

5 %e x 8 Ye in. (13.5 x 20.5 cm) Archives holds three unstenciled drawings on 
tracing paper, done in preparation for this one and 

practically identical, including the first drawing on 

this page. 
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Mod. n° 58973 (Maison atrium toit d’air) 
[(House Atrium Air Roof)] 
1959 

Ballpoint pen ink on tracing paper 
474 x 7 */oin. (12.4 x 19.8 cm) 

Mod. n° 58973 (Stade protégé d’un toit d’air) 
[(Stadium Protected by an Air Roof)] 
1959 
Ballpoint pen ink on tracing paper 

4x 7 Yin. (10.8 x 19.7 cm) 

Atrium-house—air roofs / 2nd house atrium 
with circulation / of air—and recycling. 

Translation by Brian Holmes published in Didier 

Semin: The Painter and His Model on Deposit 

(Yves Klein Archives, 2001). 
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“Institut mécanique du fluide...” 
[Mechanic Institute of Fluids...] 
c. 1960 

Ink on paper 

6 x 14 % in, (15.2 x 37.5 cm) 

“Matiéres dans le sol” 
[Components Within the Surface of the Earth] 
c. 1959 
Ballpoint pen ink on paper 

8 As x 13 % in. (21.4 x 34 cm) 
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“Tableau de Feu/Mur de Feu” [Painting of Fire/Wall of Fire] 
c. 1959 
Grease pencil on paper 

14 “%e x 21 Yin. (37 x 54 cm) 

“Mur d’eau traversé de flammes” [Wall of Water Traversed by Flames] 
Ca1959 

Grease pencil on paper 

14% x 21 Ain. (37 x 54 cm) 



“Fontaines d’eau et toit de feu” 

[Fountains of Water and Roofs of Fire] 
c. 1959 

Ink and watercolor on paper on canvas 

14 “es x 17 Yin. (36 x 43.5 cm) 

“Fontaines d’eau et toit de feu” 
[Fountains of Water and Roofs of Fire] 
c. 1959 

Ink and watercolor on paper 

18 4 x 16 "ein. (46 x 43 cm) 
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“LEau et le Feu” [Fire and Water] 
e. 1959 

Graphite, ink, and watercolor on paper 

Each: 5 % x 14 “sin. (14.9 x 36 cm) 
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@ 
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Concept for the Fire Fountains at Museum Haus Lange, Krefeld 

1961 

Paper cut-out and ink on black-and-white photograph 

Each: 9 '% x 6 7% in. (23.2 x 17.4 cm) 
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Exhibition Floor Plan for Krefeld Museum 

1960 

Ink and colored pencil on tracing paper on canvas 

22 5 x 29 Yin. (57.5 x 74.9 cm) 

_ Exhibition Floor Plan for Krefeld Museum 

1960 

Ink on tracing paper on canvas 

13 %e x 19 % in. (34.4 x 49.8 cm) 
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Fontaines d’eau et de feu “Le choc permanent” 

[Fountains of Water and Fire “The Permanent Shock” ] 
1958 
Graphite and ink on paper 

11% x 14 % in. (29.5 x 36.5 cm) 
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“Projet pour une place publique...” [Project for a Public Space...] 
ce. 1959 
Ink on tracing paper on canvas 

9 Ye x 12 %/e in. (23 x 31 cm) 

Fontaine de feu pour une place publique [Fire Fountain for a Public Space] 
c. 1959 
Grease pencil on paper 

14 %e x 21 ‘Ain. (37 x 54 cm) 
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Sous-sol d’une cité climatisée (Climatisation de l’espace) 
[The Underground Climatized City (Climatization of Space)| 
c. 1959 

Ink and graphite on tracing paper 

28 4 x 18 Zin. (73 x 48 cm) 
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“Architecture de lair. 1958...Climatisation de l’espace...” 
[Air Architecture. 1958...Climatization of Space...| 
1958-62 

Ballpoint pen ink and graphite on paper 

20 % x 6 "Zein. (53 x 17 cm) 
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“Climatisation de l’espace 1951” [Climatization of Space 1951], 
from the exhibition catalogue Antagonismes II 

1962 

Printed paper 

8% x 6 ‘Ain. (22.5 x 15.5 cm) 

“Architecture de l’air...Climatisation de l’espace...” 
[Air Architecture...Climatization of Space...], from the exhibition catalogue Antagonismes II 

1962 

Printed paper 

8% x 6 Yin. (22.5 x 15.5 cm) 
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1. Climatisation des grands espaces géographiques par l'emploi 
ae énergies élémentaires en synthése ou en contraste (eau, air, 
jeu) ; 
2 Changement des conditions météorologiques, géophysiques 
ou marines fondamentales (régime des vents et des courants 
marins) : 
3. Systéme d'intégration urbaine, par l'application unifiée des 
principes énergétiques généraux (ontaines d'eau et de. feu, 
rideaux de fumée, nuages de vapeur, colorés) ; 
4. Conditionnement spatial individuel par le traitement de |'air 
pulsé (le lit d'air, et ses conséquences physiques et psychiques 
sur le comportement de |'utilisateur). 
Le rocket est une utilisation fantalsiste des immenses possibi- 
lités de I'air pulsé. Le lancement est assuré par des moteurs 3 
patton. auxiliaires, qui déclanchent |‘accélération progressive & 
Hinfini. 
Uarchitecture et |'urbanisme de I'air (collaboration Ruhnav- 
Klein) ne sont déja plus des utopies ; des projets de réalisation 
effective sont & I’étude. Quant & la climatixation de espace. i! 
pleut aujourd*hui au Sahara, grace au gigantesque incendie d'un 
puits de pétrole. P 
Cette climatisation de l’espace 3 la surface de la terre est riche de 
conséquences pour I'humanité. Yves Klein prévoit l'avénement 
d'une société nouvelle, destinge & subir des métamorphoses pro- 
fondes dans sa condition méme ; disparition de l'intimité person- 
nelle et familiale, développement d'une ontologie impersonnelle. 
Les espaces nuls et les obstaclas nécessaires dans l’architecture 
traditionnelle sont éliminés : au-dela de la sensualité primaire, 
la volonté de |’homme est enfin en mesure de cégler la vie au 
niveau d'un « merveilleux » constant. 
Yves Klein nous offre une terre promise. Que faut-il en penser 7 
Soyons réalistes |! Nous avons dépassé I'Sge ot les prophétes 
étaient pris pour des sorcidres. Les miracles d’aujourd'hui ne 
sont que des hypotheses de travail... pas méme des raves. 

Paris, fontaines de Varsovie, 1958-1961. 

Augmentées d'une proposition de fontaines 
de feu et de nuages de vapeur d’eau éclairés 
dans |'espace, s'opposant aux fontaines déja 
existantes. 

Architecture de I’air, 1958. 
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Tolt d’alr (collaboration Ruhnau-Klein). 

Lit d’air, 1958. 

Fontaines d'eau et de feu 
“ Le choc permanent”, 1958. 

Pierre RESTANY 
présente 

LES CONCEPTIONS 

YVES KLEIN 
DESSINS DE CLAUDE PARENT 
TECHNIQUE TALLON/ technes 

A Vorigine de toutes les propositions architecturales d’Yves Klein 
se trouve I"intention d'un retour 3 |’Eden de la légende, la surface 
de la terre étant libérée de toutes ses superstructures rassembiées 
et « stockées » au sous-sol : la conclusion technique et scienti- 
fique de notre civilisation est enfouie dans les entrailles de la 

inal dynamied d ‘apparent ‘insi dynamisé de l'intérieur, le globe terrestre s’ 
vaisseau_planétaire lancé dans Paopacer convliogs? aru 
Yves Klein, dans une conférence en Sorbonne en 1959, a énu- 
méré les étapes principales de cette « évolution de I'architecture 
vers Vimmatériel » ; 



“air conditionné...” [...air conditioning... 
c. 1959 
Ink on paper 

8 “As x 10 “ein. (21.4 x 27.5 cm) 

he 
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Projet pour les Fontaines de Varsovie 
[Project for the Fontaines de Varsovie, Paris] 
c. 1961 
Ink on tracing paper on canvas 

26 % x 35 ein. (67 x 89.1 cm) 
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_Fontaines d’eau et de feu [Fountains of Water and Fire] 
c. 1960 
Watercolor, gouache, and ink on paper on canvas 

20 ex 29 in. (52.5 x 74.9 cm) 
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Projet pour les Fontaines de Varsovie 

[Project for the Fontaines de Varsovie, Paris] 
1961 
Pastel on paper 

29 2 x 42 Vin. (74.9 x 108 cm) 
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Cité climatisée (toit d’air, murs de feu, lit d’air) 

[Climatized City (air roof, walls of fire, bed of air)] (with Claude Parent) 
1961 
Ink and graphite on paper 

19 "’s x 26 % in. (50 x 67.9 cm) 

Cité climatisée—“Accés a l’eden technique” 
[Climatized City—"Access to Technical Eden” ] (with Claude Parent and Sarologo) 
1961 
Ink and graphite on paper 

10 4 x 14 “ein. (26 x 36 cm) 
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Me KexerteCerem Come (exel MOY NMOL OR MOL Kees 
to refine in it the climate, the pictorial 

sensibility in the first material state into 
stabilized and dynamic pictorial sensibility. 

| chose FRANCE... 
The atmosphere in FRANCE is unlike 

anywhere else. Here, | shall repeat what 
already | have communicated to the journal 
Arts on the occasion of their inquiry on the 

ideals of young painters, which they quite 
dishonestly published only in parts. 
My response to the seventh question, 

ambition: painting will lead me to political 
power. This is presently my sole potential of 
pictorial evolution in the future... 

It is not with rockets, missiles, or 

Sputniks that modern man will achieve 
the conquest of space. That’s the dream 
of present-day scientists who live ina 
romantic and sentimental state of mind 
that belongs to the nineteenth century. 

It is through the terrific yet peaceful 
force of sensibility that man will inhabit 
space. It is through the impregnation with 
human sensibility in space that the ardently 

desired conquest of this space will be 
achieved. For human sensibility is capable 
of anything in immaterial reality; it can even 
read in nature’s memory about the past, 
the present, and the future. 

It is our potential for effective extra- 
dimensional action! 

And if necessary, here is some proof of 
this assertion: 

iM item DIN Tire OxorLiCexe bya Deal hi Come (erxerml pres 

with absolute precision what no traveler 
of his time could possibly have discovered: 
the invisible constellation of the northern 
hemisphere known as the Southern Cross. 
Jonathan Swift, in Voyage to Laputa, gives 

the distances and periods of rotation of 
two satellites of Mars, although they were 
unknown at the time. 

When the American astronomer Asaph 
i Fali Mol kXecon cel aexe MONT MIDIM ks WAVem (em acre] [Paexe | 

that his measurements were the same as 
Swift's. Seized by panic, he named them 

Phobos and Deimos, “Fear” and “Terror”! 

With these two words, “Fear” and “Terror,” 

| find myself before you, in the year 1946, 

ready to plunge into the void. 

lypewritten text. Trans. Klaus Ottmann. 
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THE WRITINGS OF YVES KLEIN 

‘Lonce thought to present an exhibition in 
Paris as follows: 

The convened public enters the gallery 
and finds itself in an empty room. The 
floors are covered with rich carpets of very 
thick, white wool, with blue pills dispersed 
throughout to be consumed on the spot. 

Three minutes later, those having 

consumed these pills collapse under 
the effect of the drug: that is to say, an 

- agreeable, dynamic stupor in which 

appears an immense interior-exterior blue 
space! Uniformly monochrome blue. 

This is the beatitude of artificial 

paradises in blue! 
Everyone basks in it! 
| thought of giving the exhibition the 

title: “Monochrome Stupefaction.” 
However, because of the trickery 

required, | will never present such. 

an exhibition. 

~ With the exhibition of the architecture 
of air | desire to exhibit “the tube”! 
: This tube is the fruit of my 
collaboration with Tinguely. 

It is the static speed that in its wake 
makes evident the essence of universal 
blue everywhere. 

This tube will probably be pneumatic, 
but this time also in a more objective sense 
than what | usually give to my pneumatic 
period, i.e. the period of air, of sensibility, 

of immaterial quality! This tube will be 
made of elastic material and be inflated 
with hydrogen or helium and float in the air. 
Without a doubt, chains will be required to 

keep it in place in order to prevent it from 
rising to the ceiling. This, yet again, is an 

example of the conflict against the support 
or base of sculpture, the struggle against 
the forces of terrestrial attraction. 

Typewritten text. Trans. Klaus Ottmann. 

With the three classic elements—fire, air, 

and water—the classic city of tomorrow will 

be constructed and will finally be flexible, 

spiritual, and immaterial. 

The idea in space, of using pure energ 

as a material for sea cae me ae 

no longer seems absurd in this order 

of thinking. 

Gelsenkirchen, 15 December 1958 

‘Excerpt from “Overcoming the Problematics 

of Art,” in Overcoming the Problematics of 

Art: The Writings of Yves Klein, trans. Klaus 

Ottmann, 66. 



“Assemblage de rouleaux a peindre usagés” 

[Assemblage of Used Paint Rollers] 

(S 7), 1956-62 

Paint rollers on metal 

10 4x 84x 7 Vein. (26 x 21 x 17.9 cm) 
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Letter from Yves Klein to Philip Johnson 
April 10, 1959 

Typescript on paper 

10 x 8 “Asin. (27.3 x 21.4 cm) 

ase 
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Yves Klein 

14, rue Campagne Premiére 

Paris xive Paris, lel@Tavril 1959 
& Monsieur Fhilip Johnson - Architecte. 

375 Pare Avenue 

New :YOrk 22 

NY Plaza U.S.A: 

Cher Monsieur, 

L'architecte Werner Ruhnau et moi vous avons fait 

parvenir nos idées sur une certaine architecture de l'air, 

il y a quelques mois de cela je crois. 

Plusieurs de mes amis, de retour de New York, ont 

entendu beaucoup parler de cela dans divers milieux amé- 

ricains. 

Je serais trés intéressé et heureux de savoir si nos 

plans et idées sommaires ont été publiés par une revue 

queleonque aux Htats-Unis. 

Puis-je me permettre de vous demander d'avoir l'ex- 

tréme amabilité, de bien vouloir me signaler les publica- 

tions éventuelles de ce projet auquel nows tenons beaucoup 

Werner Ruhnau et moi, 

J'ai eu le plaisir de faire la connaissance de Madame 

Marie Kallery hier soir chez Madame Iris Clert ; nous avons 

beaucoup parlé de vous. Permettez moi de vous dire toute ma 

reconnaissance pour l'intéret que vous avez bien voulu & 

me tentative monochrome. 

Veuillez agréer, Cher Monsieur, l'assurance de mes 

sentiments distingués. 

Dear Sir, 

A few months ago, the architect Werner 

Ruhnau and | sent you our ideas on a certain 

architecture of air. 

Several of my friends, back from New York, 

heard a lot of talk about this in various 

American media. 

| would be very interested and happy to know 
if our plans and summaries of our ideas 
have been published by any magazine in the 

United States. 

May | ask to have the extreme kindness of 
you telling us of any publications about this 
project which is very dear to Werner Ruhnau 

and myself. 

| had the pleasure of making the acquaintance 
of Ms. Marie Kallery yesterday evening at Ms. 
Iris Clert’s and we talked a lot about you. Allow 
me to express my gratitude for the interest that 
you have shown in my monochrome endeavors. 

Please accept, dear Sir, the assurances of my 
highest consideration. 



Letter from Yves Klein to Philip Johnson | am sorry not to have had the pleasure of 
October 12, 1959 meeting you during your last visit to Paris. Iris 
pee on paper Clert told me that | may write you to try to get 

10 “%e x 8 Yin. (26.8 x 21 cm) another invitation to a university or academy 
for Wener Ruhnau and myself, in order to 

give our lecture with projections, which 

we presented at the SORBONNE last June 
under the title “The Evolution of Art and the 

Architecture of the Immaterial”!...Or simply 

a scholarship including travel and subsistence 

would be wonderful. 

Is this possible? 
YVES KLEIN 

I4 xue Campagne Premiere 5 
Ri) ay . | do not really know what to do about it. Just 

mee i ; 2 
' in case, | am attaching our two curricula, 

Geleenkirchen le I2 octobre 59 without knowing whether they will be useful. 

You really are very amiable to kindly look after 

A monsieur PHILIP JOHNSON : this for us. | do not know how to thank you 

\ Achitecte’ enough in advance. Our work in Gelsenkirchen 

375 Parc Avenue NEW YORK22 will be completed in about two months and 

NY Plaza US Al! we dream of nothing else than to go to NEW 
YORK next. In the meantime, | remain with 

warmest regards. 

Cher monsieur, 

Je suis desole de ne pas avoir eu le plaisir de vous rencontrer lors 

de votre dernier passage a Paris. Iris Clert M'a dit que je pourrai me per_ 

mettre de vous ecrire pour tenter d'obtenir d’tine maniere ou d‘une autre 

soit une invitation pour une universite ou academie pour Werner Ruhnau 

et moimeme afin d'y donner nos conferences avec les projections presentees 

en SORBONNE en Juin dernier sous le titre de L4 Evolution de l'art et de 

l'Architecture vers l'immateriel ! ...Soit plus simplement peut etre 

obtemir une BOURSE comprenant voyage et sejour ce qui serait vrainent 

merveilleux. 

Est-ce possible? 

Je ne sais pas tres bien oe qu'il faut faire pour cela , je joins a tout 

hesard nos deux curriculums sans trop savoir s'ils seront utiles. 

Yous etes vraiment tres aimable de bien vouloir vous ococuper de cela pour 

nous , je ne sais comment vous remercier d'avance imfiniment . 

fous nos travaux ea Gelsenkirchen seront termines dans deux mois environs 

et nous ne revons pas a autre chose-eneuéte- que d’aller voir ensuite NEW YO! 

Dans l'attente , veilles croire en mon meilleurs souvenir 

ases 
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Letter from Philip Johnson to Yves Klein 

October 29, 1959 
Typescript and ink on paper 

10 % x 8 “Ae in. (27.3 x 21.4 cm) 

375 Park Avenue New York 22 N Y Plaza I 7440 Philip Johnson Associates 

October 29, 1959 

Mr. Yves Klein 
14 rue Campagne Premiere 
Paris 14, France 

Dear Yves Klein: 

I am sorry you got the impression that I could help 
you get to this country, As fond as I am of your 
work, I know nothing about any way that it could be 
done at this time. I am not familiar with any organi- 
zation that has funds for foreign artists, I/am sorry 
to say. I shall certainly keep my ears to the ground, 
however, and if there is any possibility, I shall let 
you know. 

Sincerely, 

: 7 pe— 

Philip owe 

PJ:mam 

A564 
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Draft of Letter from Yves Klein to Philip Johnson 
August 17, 1961 

Typescript on paper 

10 % x 8 “in. (27 x 21 cm) 

Q 

YVES KLEIN Paris, le 17 Aoft 1961 

14, rue de la 2 en Premiere 
PARIS (XIVéme) 
Seeeemerendemseneeae 

Monsieur Philippe JOHNSON 
375, Pare Avenue 
NEW YORK 22 N.Y. Plaza 
UseSeAn 

Cher Ami, 

ae) 

Au cours de mon récent séjour aux Etats-Unis, j'ai eu la 

surprise d'apprendre que des fontaines d'eau et de feu allaient 

&tre construites pour tre l'une des principales attractions et 

décorations de la prochaine "WORLD FAIR" de New York. 

Comme vous le savez certainement, je suis incontestablement 

& L'erigine de cette proposition d*intégration architecturale et 

urbaine « 

Les fontaines d'eau et de feu, ltutilisation de ces deux 

éléments, les checs de jets d'eau et de feu dans tous les effets 

possibles que l'on peut obtenir avec les techniques actuelles dans 

un but décoratif erat ou architectural sont a la base de mes 

recherches et de mes ories depuis plus de dix ans. 

Comme je me souviens trés bien vous avoir entretenu de ces 

questions vers 1958 & Paris lors de votre visite chez moi, je 

viens vous demander de bien vouloir faire remarquer de ma part a 

l’Administration, ou aux Ingénieurs qui s'apprétent & construire 
ces fontaines pour la "WORLD FAIR" de New York, que je ne réclame 

rien quant 4 des royalties ou honoraires, non, tout ce que is 

désire et _ctest bien natu ¢ crest, dtétre tenu au courant de 
eur projet et collaborer avec eux comme conseiller artistique 

puisque je suis tout de méme, aujourd'hui officiellement, & la 
base de cette idée des fontaines dteau et de feu. 

L'angent ne mtintéresse pas; je suis, comme vous le savez, 
de la racd des artistes qui ne vivent ni d'argent, ni d'amour et 
d’eau frafche, mais tout simplement de l'orgueil de leurs décou-. 
vertes et’ créations. 

4) 
e@ ‘nombreuses re pgp dans le monde entier, depuis 

plusieurs} années, ont parlé, montré des dessins et projets signés 
les possibilités dtintégration urbaine et décorative 
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Letter from Yves Klein to Philip Johnson 

October 2, 1961 

Typescript on paper 

10 “A x 8 ‘Ae in. (27.3 x 21.4 cm) 

Yves KLEIN 
1h, rue de la Campagne ldre Mat oy 

PARIS XiVe 

Mr. Philippe JOHNSON 
375, Park Avenue 

MEW YORK 22, No¥. Plage 

Dear friend; 

During a recent visit to the United States, I was | 
very surprised to learn that fountains of water ond fire are going 
to be constructed as one of the principal attraction and decration 
at the next "WORLD FAIR" of New York, 

As you Eee owe I am incontestably ot the origin 
of this erchitecturel and urban integration, 

The fountaina of water and fire, that is to say the 
utilization of the shock of these two elements, and all of the 
effects that one can possibly obtein with the reeent technics, 
with a decorative or architeétural view, have been the basis of my 
research and ny theories for the last 10 years, 

I spoke to you at length about these unkinue in Paris 
in 1958, when you came to my house, I am not asking the istra- 
tion or the Engineers who are constructing these fountains for the 
"World Fair" of New York, neither for Reyalties or any financial 
remuneration, I would however like to eollaberate with them as 
artistic counsellor, because, as you very well know, I am officially 
censidered the creator of this idea of fountains of water and fire, 

I am not interested in their pepsi: only in preventing 
my idea to be used without my name being cited. pedi lieations 
ed the whole world have spoken, published drawings and projects 
signed by me, on the possibilities of urban end decorative integra- 
tion of fire and water since several years, 

In two theoretical lectures delivered at the Sorbonne 
in 1959, I have developed this aubject and its affective, psycholo- 
gical and social consequences in all ite technical dimensions. 

a 
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Letter from Philip Johnson to Yves Klein 

October 17, 1961 
Typescript and ink on paper 

10 % x 8 “cin. (27.3 x 21.4 cm) 

2544 

875 Park Avenue New York 22 N ¥ Plaza 1 7440 Philip Johnson Associates 

October 17, 1961 

Mr. Yves Klein 
14, rue de la Campagne lere 
Paris XIV, France 

Dear Yves Klein: 

I am sorry that you are upset about the World's Fair 
work in this country. Actually, the effects here 
will be very much the same as they were in the World's 
Fair of 1939, when the same fire and the same water 
was used. I am sure your designs are entirely differ- 
ent and in actuality, the designer, Mr. Donald Oenslager, 
tells me he has never heard of your work. The engineer 
of the Project is Mr. J. F. Hamel of Los Angeles who 
also did the fountain for the Fair in 1939. There is 
nothing new and nothing revolutionary that could have 
been derived from your work. I assure you that I wish 
to help you in any way I can, but in this case the 
American designer is innocent. 

Sincerely, 

PJ:mam 
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“Tube gonflé a I’hydrogéne ou a I’hélium...” 
[Inflated Tube of Hydrogen or Helium] 
1958 
Ink on paper 

6% x 8 “in. (15.5 x 21 cm) 
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“Solution Tinguely Klein pour la Lévitation du tube...” 
[Klein’s and Tinguely’s Solution for a Levitation Tube...| 
1958 

Ink on paper 

6 Ye x 8 Ain. (15.4 x 21 cm) 

Projet pour un tube en aluminum lévitant 

[Project for a Levitating Aluminum Tube] 
1958 

Ink on paper 

8 “Ae x 11 “Ac in, (21.5 x 29.7 cm) 
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“Machine pour s‘entrainer a léviter” 

[Machine for Training Oneself to Levitate] 

c. 1959 

Ink on paper 

8 Ae x 13 Yin. (21.4 x 33.8 cm) 

aig 
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Untitled Drawing 

c. 1959 

Ink on paper 

8 Ac x 13 “sin. (21.4 x 33.8 cm) 
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Sculpture aéro-magnétique [Aeromagnetic Sculpture] 

1959 
Ink on paper 

12 %e x 8 Yin. (31 x 21 cm) 

Sculpture aéro-magnétique (Cascia) 
[Aeromagnetic Sculpture (Cascia)] 

1959 

Ink on paper - 
12 %e x 8 in. (31 x 21 cm) 
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“Sculpture aéro-magnétique...” [Aeromagnetic Sculpture...] 
1959 

Ink on paper 

8% x 10 %in. (21 x 27 cm) 

“Bruit machine et sifflement” [Fog Machine and Whistle] 
¢. 1959 

Ink on paper 

8% x 10 in. (21 x 27 cm) 
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“Machine qui part et ne revient jamais” (projet Rocket) 
[Machine that Leaves and Never Returns (Rocket Project)| 
en1959 
Ink on paper 

10 “As x 8 Asin. (27.5 x 21.4 cm) 



“Rocket pneumatique...” [Pneumatic Rocket...] 
1958 
Charcoal on paper 

12 % x 16 “sin. (32 x 41.7 cm) 

Rocket pneumatique (maquette Tallon-Technés) 
[Pneumatic Rocket (maquete Tallon-Technés)| 

1962 
Chrome and rubber © 

32 %/e x 25 %e x 30 “ein. (82.1 x 64.9 x 77 cm) 
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Projet pour la fin d’une civilisation [Project for the End of a Civilization] 
1960 
Ink on paper 

7 ‘As x 12 %e in. (17.9 x 31 cm) 
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Projet d’une machine a saisir [Project for a Machine for Grasping] 
1960 
Ink on paper 

5 As x 8 */ein. (13.5 x 21.1 cm) 
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Architecture de l’air [Air Architecture] 
(ANT 102), 1961 
Dry pigment, synthetic resin, and charcoal on paper on canvas 

102 % x 83 ‘in. (261 x 213 cm) 
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1 AM NEITHER A LITERARY MAN, NOR AM 1 A MAN OF SOPHISTICATION. 

1 AM AN ARTIST AND | LOVE MY FREEDOM, WHICH IS TOUCHED 

NEITHER BY VANITY NOR BY STUPID CANDOR, EVEN IF | HAVE, FROM 

TIME TO TIME, A BRUSH WITH IDIOCY. —YVES KLEIN' 

With the French publication of Yves Klein's collected writings in 20037 and its 

English translation in 2007,’ more facets of the artist’s visionary thinking have 

become accessible to a broader public. To let Klein's own thoughts come to 

the fore is the main purpose of this essay, a daunting task, not least in the face 

of the flood of art historical and critical writings that have been produced since 

the artist’s untimely death at the age of 34 in 1962, and his habit of freely quoting, 

in his writing and public declarations, from books—notably Eugene Delacroix’s 

journal, Vincent van Gogh’s letters, the philosophical writings of Gaston Bachelard, 

and the phenomenological writings of the art historian and Louvre curator 

René Huyghe. Klein often did not bother to give proper credit to his sources, not 
because he was disrespectful of intellectual ownership or wanted to pass on 

someone else’s ideas as his own but because of an absolute belief in creative 

collaboration—that ideas are to be owned and shared by all. In fact, Klein borrowed 

indiscriminately not only from books but from everyone he met. He very much 
resembled his blue or pink sponge sculptures, the /ecteurs [readers],* which 

are portraits of the viewers of his art who while contemplating his canvases 

become impregnated with the pure sensibility of color. Klein absorbed ideas like 
his sponges absorbed color. 

The artist’s method of “cutting and pasting” from numerous sources that 

often remained unnamed is reminiscent of Samuel Taylor Coleridge’s Biographia 

Literaria that, while widely praised as one of the classics of English literature, 

has been subjected to accusations of plagiarism or the unacknowledged use of 

sources since its original publication in 1817, especially because of his habit 

of paraphrasing or loosely translating German philosophers without giving them 
due credit (his so-called “German borrowings”). Coleridge's book, unequaled 
in its wisdom and stylistic idiosyncrasy, is at once autobiography and a work of 
literary criticism, a reader of poetry and a primer to the German philosophy of 
his time. One critic described Coleridge's as “the greatest book of criticism 

in English, and one of the most annoying books in any language. The thought of 

Coleridge has to be pursued across stones, ditches, morasses; with haste, lingering, 

and disappointment; it turns back, loses itself, fetches wide circuits, and comes to 

no visible end.”” 

While some art historians have expressed caution as to the actual depth of 
Klein’s reading,® it is quite evident from his published writings and notes that he 

was a voracious reader of books on art, science, and philosophy.’ He had a thor- 
ough knowledge of Max Heindel’s Rosicrucian writings and also read several books 

by Bachelard and closely studied Huyghe’s two popular works on the philosophy 

and psychology of art, Dialogue avec le visible [Dialogue with the Visible] and 

Art et l'Homme [Art and Mankind].° Through them, he, in turn, became acquaint- 

ed with the ideas of Johann Wolfgang von Goethe, Henri Bergson, and Maurice 

Merleau-Ponty, among others. 

While previous studies on Klein have focused primarily on various art histori- 
cal aspects and the biographical facts of his life and work, as well as their spiritual, 

religious, and social context,’ the philosophical ideas suffusing his work have 

not yet been sufficiently explored. This may be due in part to a lingering sentiment 

that denies Klein much original thought and proposes instead that the ideas 
expressed in his art and writings are mostly those of his longtime collaborator, the 

critic Pierre Restany. 

YVES “LE PHILOSOPHE” 

Pages 266-68 

Yves Klein, Lecture at the 

Sorbonne, Paris, June 3, 1959 
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Such critiques fail to consider that Klein had, in effect, developed the quintes- 

sence of his art and thinking long before he met Restany. Concurrently with the 

folie 4 deux of Klein and Restany, there was the amorist synergism of Klein and 

Allain: Klein’s companion and early collaborator in the mid-1950s, Bernadette 

Allain, an up-and-coming architect'? who published the first major article on (and 

interview with) Klein in a critical review! and helped him with the proposal for 
the Gelsenkirchen Opera House competition. Before Allain and Restany, there was 

the intellectual triangle Klein-Arman-Pascal: the poet Claude Pascal and the artist 

Arman (Armand Pierre Fernandez), Klein’s friends, travel companions, and fellow 

judoka and Rosicrucian students from Nice. 

As Pascal and Arman wrote later (conspiring in their friend’s campaign to 

codify his personal and public mythology’? by predating his most important artistic 
achievements, the blue monochromes and his body prints): 

In 1947 we, Yves Klein, Arman and me, in our twenties, are faced with this 

imbecile sea where the old of France and of art is wasting away. We are 

wearing shirts besmeared with our feet and bare hands and we are nursed 

by the gold and iron contained in the air. In need of a temple we did find a 
cave. The walls were covered with funereal blasphemies and signs...feet and 

hands sticky with paint and a wall that is monochrome and blue.... Yves Klein 

is right when he says that our work was already finished when it was hardly 

imagined.... That is where the monochrome bursts its rockets into the domain 

of the sensitive, illuminating the space that seemed forever sealed off by 

Hamletism, Raphaelism, and the housekeepers of J. S. Bach.’ 

1947: Three young men draw a triangle that links their concerns and their 

research: Yves, Claude and myself. Claude uses up his time to listen to the 

screams of the stars, almost alongside him | plunge towards the lunar 

homeland; Yves rebuffs the night by signing the blue sky and hates the holes 

made by birds; it is the age when all teenagers want to possess the universe.'* 

Writing came easily to Klein. He was an avid letter writer, an enthusiastic 

public speaker, and a gifted essayist. While his use of grammar was often liberal, 

his style was eloquent yet, at times, guileless and sincere like Van Gogh’s letters, 

and, at other times, overly ornate, enriched with poetic citations and lofty ideas 
that addressed the ethical and aesthetic questions that concerned him as an artist 
and as a human being. 

Klein was a natural prose writer, exemplifying the “prosaic character” in the 

French tradition, which Jules Michelet, the great nineteenth-century historian, 

credited as the “democratic genius of France”: “France is the country of prose... 

The democratic genius of our nation appears nowhere more clearly than in its 
eminently prosaic character, and it is indeed in that character that it is destined to 

raise the whole world of intelligences to equality.”"’ 
Klein’s emphasis on style must be viewed in the context of the French notion 

of civilization. Unlike his contemporaries, especially the Teutonic-shamanistic 
Joseph Beuys or the orgiastic Viennese actionists Otto Muihl and Hermann Nitzsch, 

Klein always presented himself and his art in a proper, civilized manner—notably 

during his performances of the Anthropometries, when, dressed in white tie, he 

had nude young women cover themselves with blue paint and press their bodies 
onto white sheets of paper while directing them from a distance like a Master of 

Ceremonies, barely touching the women or the paintings himself. 
In 1828, the historian and future prime minister of France Francois Guizot 

announced in his lectures on the “The General History of Civilization in Europe” 
that “France has been the centre, the home of civilization in Europe,”'® and, by 
1852, when Alphonse de Lamartine, the nineteenth-century poet and politician, 
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founded the journal Le Civilisateur, “civilization” had become synonymous 
with France. 

When Yves Klein arrived in New York to show his blue monochromes at Leo 

Castelli’s gallery in 1961, it was not so much his work that the New York art world 
objected to but his style. For years to come, American reviewers continued to 

focus on Klein’s appearance, dismissing him as an “entertainer and idea man."'” 

Pop Art, as Roland Barthes observed so keenly, was anti-style; it was about 
neutralizing identity: 

Pop art is well aware that the fundamental expression of the person is style. 

As Buffon said (a celebrated remark, once known to every French schoolboy): 

“Style is the man.” Take away style and there is no longer any (individual) 

man. The notion of style, in all the arts, has therefore been linked, historically, 

to a humanism of the person.... There is, as | see it, a certain relation between 

pop art and what is called “script,” that anonymous writing style sometimes 

taught to dysgraphic children because it is inspired by the neutral and, so 

to speak, elementary features of typography. Further, we must realize that 

if pop art depersonalizes, it does not make anonymous: nothing is more 

identifiable than Marilyn...; they are in fact nothing but that: ...teaching us 

that identity is not the person: the future world risks being a world of identi- 

ties...but not of persons.'® 
Unlike Beuys in Germany and Klein in France, Andy Warhol shifted the 

personality away from himself and onto his objects, or even his critics (he would 

frequently tell interviewers to write the answers to their questions in his place). 
Klein’s style was an essential part of his art and of its humanism. Even when he 

yielded the actual production of a painting to his models during the making of 

his Anthropometries, he never conceded his role as artist. His presence in these 

performances was essential, very unlike Warhol's productions, wherein the artist 

would simply turn on his film camera and then walk away, letting those in front 
of the camera take control. 

Wittgenstein’s famous dictum that “ethics and aesthetics are one”'’ has to 

be read in the context of the philosopher's understanding of philosophy as a living 

practice. Ethics includes an aesthetical component, and vice versa. For Wittgen- 

stein, as for Nietzsche before him, art and morality are closely tied. All aesthetic 

activity is also ethical, just as philosophy is a practice of life, a Lebensphilosophie. 
It is through style that philosophical and aesthetical practices become authentic. 
Philosophy and art are forms of life: 

To imagine a language means to imagine a form of life [Lebensform]. 
720 

Language is an activity or a form of life: “The term “language-game” is meant 

to bring into prominence the fact that the speaking of language is part of an 

activity, or of a form of life.””! 

In the 1930s, Wittgenstein wrote in his diaries that “style is the general necessity 

seen sub specie aeterni.””? The note is directly related to a remark found in his 

1915-16 notebooks: “The work of art is the object seen sub specie aeternitatis; 

and the good life is the world seen sub specie aeternitatis. This is the connection 

between art and ethics.””? 

Both remarks relate to a reference in Spinoza’s Ethics where he links the term 

“sub specie aeternitatis” (under the aspect of eternity) to human freedom. Hegel 

writes about Spinoza’s Ethics that there is “no purer and loftier morality...; the eter- 

nal truth is man’s sole purpose for his actions.””* In Book II of his Ethics, Spinoza 

introduces the notion of ideas as active concepts rather than passive perceptions 
[at conceptus actionem mentis exprimere videtur] and ties these active ideas to 

man’s free will [/ibera voluntas].”’ 
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In a letter to the Austrian publisher Ludwig von Ficker, Wittgenstein wrote that 

the meaning of his Tractatus is “ethical,” and that the work consists of two parts— 

one transcribed on the page, the other unwritten: “My work consists of two parts: 

what is on hand and everything | did not write. And it is precisely this second part 

that is most important. The Ethical is quasi defined from within by my book.”?° 

Style endows language and art with authenticity; it gives them an authentic 

voice, grounds them in life. For Klein, as for Wittgenstein, the work consists of two 

parts: one is materialized in the pigment; the other is immaterial, lived, or enacted 

in performances. Style is not a fashioning of power to attain a desired end but an 

ethical practice: to exist as a living work of art: 

“True painters and poets” neither paint nor write.... Their presence and the 

sole fact that they exist as such is their great and unique work. And there, 

truly, one returns to, or rather, there one attains the masterpiece, and not as 

with today’s painters who coin money with their canvases instead of painting 

them. A painter must paint a single masterpiece, constantly: himself.”’ 

Painters should resemble their paintings, which end up becoming stand-ins 

for them, in a sense, for they create, they procreate art, or rather not: it is life 

that they create, the first life, life itself.”° 

Klein regarded art as an act of grace. Art has to become life: “Life...is absolute 

art.” Artists have to give up their egos and, at the same time, infuse their art with 

their own lives: 

| am, therefore, for both an extreme individualism and for a total depersonal- 

ization, which may seem paradoxical but, in the final analysis, is not so if 

one tries hard to think in terms of sensibility, in terms of the static character 

of absolute movement in space. This means, and | shall come back to this, 

“life itself.”?? 

THE STRENGTH OF FRANCE 

Yves Klein was, first and foremost, a French artist. Louis Pasteur once remarked 

that science does not have a fatherland. But even philosophy, which is typically 
focused on universalities, needs to be discussed within the characteristics that 

nationality produces, and this is even more true for the discussion of an artist’s 

work and thought. Art is grounded in a sense of belonging or place. Klein not only 

became the embodiment of French art in the late 1950s and early 1960s, but was 

also France’s self-appointed ambassador, a Frenchman who, in truly French fash- 

ion, declared a social and economic revolution initiated by his “Blue Period.” 

The general Anglo-Saxon prejudice toward French culture, epitomized by 
Henry James, held that the French mind is primarily concerned with the senses at 

the expense of the intellect. It was Henri Matisse, after all, who proclaimed that he 

worked without theory, finding himself driven forward by an idea that could only be 

grasped bit by bit as it grew with the picture. Unlike Matisse’s, Klein's art, despite 

its obvious sensuousness, was driven by intellectual curiosity. He rejected the 
traditional notion of the artist as an individual who is guided toward the creation of 

his work by some unknown power or genius. From the very beginning, after eman- 

cipating himself from his parent's artistic ways,”° Klein made intellectual decisions 

based on philosophical ideas, which he developed over the years in collaboration 
with artists, architects, and writers into a personal system of ethics and aesthetics 

that encompassed art, science, architecture, music, literature, and politics. 

Of Javanese-Dutch-German heritage in his paternal line and French Proven- 
gal on his maternal side, Klein propagated a unique global patriotism that at once 
claims to be universal and yet is defined in French terms [“Vive /a situation euro- 
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péenne Gelsenkirchen!"|,*' not unlike today’s notion of “glocalism,” described 

as “a social process that is especially evident in cities where it consists of the 
concurrent drives toward globalization and localization...[as a] diffused social 

action...that can be interpreted as a kind of ideal and cultural movement oriented 

towards linking the benefits of globalization to local situations, and toward 

governing globalization also through local situations.””” 

Klein’s patriotism is rooted in his enthusiasm for the French Revolution and 

its egalitarian, universal ideals. In a letter to President Eisenhower, Klein wrote, 

“| believe to set an example to the entire world of the grandeur of the great 

French Revolution of 1789, which infuses the universal ideal of ‘Liberty—Equality— 
Fraternity’...."7? 

Klein repeatedly declared his intention to turn all of France into an immense 
work of art, with its citizens as pigment, to be titled France or The Blue Revolution: 

| want to take the surface of all of France as the canvas for my next painting. 

This painting will be titled: “The Blue Revolution.””* 

| find myself obliged to take power in France (the country where an intense 

quality of sensibility in its natural material state reigns and constantly 

radiates). It is not the act of seizing power that interests me but the possibility 

of realizing a monochrome painting in my new style, “the refinement of 

sensibility,” on the scale of ALL of France and in France itself, on this 

extraordinary terrain, in this shrine of the world, this future support of the 

highest quality, using as pigments “the people and both the tangible and 

the intangible nature of a dynamic, explosive and pneumatic quality in the 

highest degree.””’ 

Each individual in my system will be considered by me during the creation 

of my painting “France” as a grain of pigment.... In order to fix the indepen- 

dent individualities of the great dynamic multitude to the surface of “France,” 

| want them to discover that they are artists; everyone is an artist, a creator, 

and a refiner of sensibility without knowing it.”° 

France and only France was his canvas: “| have chosen FRANCE not so much 

because | live here and | am French but because the French land is the richest 

in the world in spiritual, sensuous, natural radiance.... The strength of France is art 

[La force de la France, c’est I’art!].""” 

In one of the many prayers Klein wrote to Saint Rita of Cascia, he asks God 

to make him the official head of France and grant him “the opportunity to create 

[for Him] the most beautiful country in the world—the blue land—a land where 

everyone, at all times and in all places, follows the will of God.” He continues, 

O my Father, God Almighty, may the Blue Revolution take place, and may it 

supplant everything that came before. May it establish me—without my 

having a hand in it—as the official head of France with the approval of all. 

Above all, may it come about peacefully, without bloodshed or civil commo- 

tion. One day, | would like to be in this position, without anyone complaining 

about it. On the contrary, | would like everyone to be happy about it, even 

the communists. Then, the greatest culture in the world shall be born.” 

In his tribute to Delacroix’s life and work, Charles Baudelaire asserted: 

“Flanders has Rubens; Italy has Raphael and Veronese; France has Lebrun, David 

and Delacroix.””’ In expectation of some raised eyebrows, he added, “a superfi- 

cial mind may be shocked, at first, by my bracketing together these names, which 
stand for such different qualities and methods.... But...there is between them, a 

common relationship...their love of the great, the national, the immense and the 

universal.” These artists all produce what Baudelaire calls “great machines.” Today, 
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Baudelaire’s statement could be appended to include Yves Klein. Klein’s “Blue 

Revolution”—“the refinement of sensibility on the scale of ALL of France”—may be 

the greatest of all “great machines” in the history of art. 

WHAT IS PHILOSOPHY? 

According to the French thinkers Gilles Deleuze and Félix Guattari, philosophy is 

a discipline that involves creating new concepts. Science, art, and philosophy are 

all equally creative. According to Deleuze and CGuattari, all true concepts require 

conceptual personalities [personages conceptuels]: every philosophical idea 

is linked to its originator in much the same way as a work of art is grounded in 

the personality of the artist, and thus all artists can be considered conceptual 

personalities.*° 

Artists, like philosophers, poets, and scientists, seek to understand life at its 

deepest level. Focusing on the areas of knowledge, duty, and destiny, the eigh- 

teenth-century philosopher Immanuel Kant defined the objective of philosophy as 

providing answers to three fundamental questions: What can | know? What ought 

| to do? What may | hope for?*! These questions, which address knowledge, 

ethics, and aesthetics, are at the core of all religious, philosophical, scientific, and 

artistic pursuits. What unites these various disciplines is that quest for meaning, for 

the answers needed to create an ethical framework for one’s life. 

Unlike the major monotheistic religions that suppose the answer and construct 

an ethical system upon a soteriological canon, philosophers, scientists, and artists 

are engaged in the “running against the boundaries”? of knowledge in an effort 

to come closer to the ultimate truth, which, by definition, is forever unattainable. 

Even salvation or immortality does not solve the ultimate riddle of human exis- 

tence, as Wittgenstein observed: 

The temporal immortality of the human soul, that is to say, its eternal survival 

after death, is not only in no way guaranteed, but this assumption in the first 

place will not do for us what we always tried to make it do. Is the riddle solved 

by the fact that I survive for ever? Is this eternal life not as enigmatic as our 

present one? The solution of the riddle of life in place and time lies outside 

space and time.” 

KLEIN’S ETHICS OF GRACE 

| SAY, “YOU ARE GODS, CHILDREN OF THE MOST HIGH, ALL OF YOU....” 

—PSALMS 82:6%4 

Yves Klein’s philosophical and artistic ideas are suffused with his Catholic faith. 

It was his true philosophical foundation and it drew him to Rosicrucianism as he 
struggled with “the problematics of art.” In his constant attempt to bridge the 

chasm between his salvific Catholicism and the nihilistic philosophies of his time, 

Klein's art evolved, subsequently producing his most original philosophical ideas. 

Through Iris Clert, Klein met the Dominican friar Gilles Vallée O. P., who in 

1952 had founded La Galerie du Haut Pavé, an exhibition space for young artists 

in Paris; when Vallée was asked by the artist Orhon Mubin what came to his mind 

when he thought of Klein, Vallée answered, “God.” 

Klein published two major texts during his lifetime in which he addressed 

the predicament of modern art explicitly in philosophical terms: “Overcoming the 
Problematics of Art,” which introduces his ethics of grace; and “The Monochrome 

Adventure,” which describes his aesthetics of negativity. 

Christological references abound both in Klein's works and in his writings: 
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Like Christ, the painter says Mass by painting and gives the body of his soul 

as nourishment to others; he brings about, on a miniature scale, the miracle 

of the Holy Communion in each painting.*° 

In the final analysis, the line can only suggest; whereas color “is.” It is a 

presence already in itself that can be charged by the artist with a particular 

life, bringing its presence within reach of the human sensibility. The scenes 

of the life of Jesus described in the Gospels vividly strike our senses and 

touch us almost physically; more than a narrative account, more than a 

representation, they are a presence. Although no color is named and neither 

face nor landscape described, we are constantly face to face and one on 

one with them.*” 

In the true sense of the Christian faith, which says: “I believe in the 

incarnation of the word; | believe in the resurrection of the body,” the body 

is the true sense of the theater of the word: the word is flesh!*° 

In 1958, Klein even proposed a set of Stations of the Cross for the chapel of 

the boarding school Saint Martin de France in Pontoise, consisting of six blue 

monochromes along each side of the nave and two additional blue monochromes 

to be placed in the-sanctuary.*” 
Klein’s ethics of grace posits the creative act as a “collective yet rigorously 

individual” effort that opens itself up to others without completely surrendering 

authorship, similar to the postmodern concept of textual “de-owning.””° Klein 
propagated a communal art that regards the viewer as a collaborator who partakes 
in the artist’s experience and plays down notions of individualism and originality, 

reminiscent of the theories of R. G. Collingwood. His prescient Principles of Art, 
written in 1937, describes the relationship of artist and audience as defined by 
collaboration rather than communication: 

[The artist] undertakes his artistic labour not as a personal effort on his own 

private behalf, but as a public labour on behalf of the community to which he 

belongs.... It is a labour to which he invites the community to participate; 

for their function is not passively to accept his work, but to do it over again for 

themselves.... Individualism conceives a man as if he were God...but a man, 

in his art as in everything else, is a finite being. Everything that he does is 

done in relation to others like himself.”' 

The Christological concept of divine grace goes back to the beginnings of 

Christianity. It defines the relationship between the divine and the human in terms 

of salvation—the restoration of the original condition of man before the fall from 

Paradise. From early on, the concept of salvific grace had two differing paths: 
salvation was accomplished either by restoration to a state of perfection—mortality 

and communion with God (in a three-stage scheme: creation—fall—restoration)—or 

by elevation (in a two-stage scheme: creation—elevation), in the sense of progres- 
sion, with less emphasis on the original sin. 

Both positions were argued equally by the early church fathers Irenaeus 
and Origen, while later writers such as Cyril and Theodorus tended to lean more 

decidedly toward one or the other.’* The notion of grace as a sharing of divine 

communion lies at the heart of the Christology of Cyril of Alexandria who, influ- 
enced by Neoplatonic ideas, promoted salvation as deification, of humans partak- 

ing of the nature of God in order to restore mankind to the paradisiacal state of 
perfection. Klein’s three-act scheme, in the form of an outline for an unrealized film 
project, La Guerre (which was to illustrate the battle between line and color),”’ is 
suffused with the writings of Delacroix and Van Gogh and illustrated with examples 

from 16,000 years of art history. The script begins with the creation of color out of 
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nothingness [néant], with the screen shifting from white to yellow, yellow to red, 

and, finally, red to blue; then the Fall (“Paradise is lost”) and its consequences 

(“Abel and Cain: Murder”) are introduced with the invasion of the realm of color 

by lines and figures, until at the end, the realm of color is restored through the 

communion of sensibility in the void. Klein's script ends with a quote from John 

6:53: “Very, truly, | tell you, unless you eat the flesh of the Son of Man and drink 

his blood, you have no life in you.”** Like Christ, who does not simply bestow grace 

but constitutes the grace that he bestows upon humanity,’’ Klein does not simply 

give out his pure sensibility, but constitutes it. His viewers, or /ecteurs, partake in 

this dematerialization by “reading” the monochrome and becoming immersed in 

the void of pure color. Klein is pure sensibility, just as he is space. 

Klein's concept of grace does not stop at the Neoplatonic or soteriological 

reinterpretation of the creative act; he also asserts that it is a sharing of the original 

creative act in order to arrive at an ethics that promotes collaboration between 

artists and the loss of the artistic ego, the renunciation of the self that he may have 

encountered in the practice of traditional Japanese artists: 

In the practical matter of putting down their paintings in ink on paper Zen 

artists discovered that the principal of muga (it is not | that am doing this) 

opens the gate for the necessary essential truth to flow in. When the self does 

not control the drawing, meaning must. This principle runs all through Zen 

teachings especially where action is involved.’”° 

A fragmentary note by Klein, jotted down on the outside of an envelope, makes 

a direct connection between the Christological doctrine of grace and his principle 

of collaboration, which forms the core of the writings collected by him under the 

title “Overcoming the Problematics of Art”: 

My decision to disclose what artists call the night of the studio [la nuit de 

latelier] is the result of multiple reflections, among other things, the question 

that | have ever so often asked, “Am | what we call an artist after all?” 

| would like to be one but it would not disturb me in the least not to be one! 

And then if | am one then I believe in this Christian principle that says that 

“Grace” can only live with those who constantly seek to share it.’’ 
The note appears to be related to his text “Truth Becomes Reality,” in which 

he describes the “re-veiling” of his creative process—the tearing away the “veil 
of the temple of the studio [le temple de I’atelier|" by inviting models to colla- 
borate with him as “living brushes” in the making of his body prints, the Anthro- 
pometries of the “Blue Period” and the Shrouds (polychromatic body prints on 

unstretched cloth): 

| invited models into the studio, not to paint them as models but to be in 

their company. | was spending too much time in the studio alone; | did not 

wish to remain by myself in that marvelous blue void.... | wanted to, above 

all, tear away the veil from the temple of the studio. To keep nothing hidden 

of my processes and thus perhaps merit the “grace” of receiving new subjects 

of amazement.... The shreds of this torn veil of the temple of the studio 

provide me even with miraculous shrouds. All is useful to me.”° 

Another note, partially crossed out, affirms “Overcoming the Problematics of Art” 

as his “ethics,” which is defined by the principle of collaboration: 
Regarding my complete ethics, “Overcoming the Problematics of Art,” on 

the principle of collaboration in the creative act: by ceteetive-operation-yet- 

Klein strove for dematerialization, for the emancipation from matter, in order 

to overcome the predicament of the art of his time. He ultimately abandoned both 
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pictorial content and form, immersing himself instead in the boundlessness 

of pure color: 
In 1946 | was painting or drawing either under the influence of my father, 

a figurative painter of horses in landscapes or of beachscapes, or under the 

influence of my mother, an abstract painter of compositions of form and 

color. At the same time, “COLOR,” the sensuous pure space, winked an eye 

at me irregularly, yet with stubborn persistence. This sense of the complete 

freedom of sensuous pure space exerted upon me such a power of attraction 

that | painted monochrome surfaces to see, with my own eyes to SEE, what 

was visible in the Absolute. | would not consider at the time these attempts 

as having pictorial potential, until the day, around one year later, when | said 

to myself, “Why not.” The “WHY NOT” in the life of a man is what decides 

everything, it is destiny. It is the sign that conveys to the inexperienced artist 

that the archetype of a new state of things is ready, that it has ripened, that it 

can be brought forth into the world.°° 

This “why not” signifies a qualitative, postmodern leap, a decision to free 

himself from the nostalgia of modern art that, in the words of Lyotard, “allows the 
unpresentable to be put forward only as the missing contents; [while] the form, 

because of its recognizable consistency, continues to offer the reader or viewer 

matter for solace and pleasure.”*' Klein did not permit himself to be trapped in this 

modernist sentiment toward form, the risk-free abandoning of content that knows 

no failure. Instead, he denied himself “the solace of good forms”** by constantly 

rebelling against his own style. 

In his book Aesthetic Theory, Adorno posited that any adequate aesthetic 

theory must find a comprehensive resolution of the conflict between autonomy and 

sovereignty that is inherent in modern art—what he called “the antinomy of aes- 
thetic semblance”’’ without subordinating one to the other. The autonomy of art 

(and the aesthetic decision), a mainstay of modernism and its orientation toward 

the avant-garde, rose out of the crisis of semblance. Modernism claims autonomy 

by refusing aesthetic semblance and denying that in art “the Absolute is present.”*" 
The postmodern artist makes an autonomous choice precisely by abolishing 

autonomy. He does so by deciding after each choice has already been made. 
Paradoxically, it is a decision without intentionality; yet it precludes the possibility 

of intervention by an outside power or predetermined fate. Thus the extraordinary 

in art is achieved neither passively (by birth or knowledge) nor actively (by inten- 
tion), but by an active-passive decision to do what is impossible, 1.e., to represent 

the nonrepresentable. It is a decision that, once the calling of the nonrepresentable 

is heard, cannot be refused, and is made in certain knowledge of failure. 

Only a decision unto failure is a postmodern decision, as failure is inherent in the 
definition of the postmodern.°”’ In this regard, Klein was the quintessential 

postmodern artist. 
Klein introduced his solution to the aesthetic antinomy of autonomy and sover- 

eignty—wherein artists are at once unified and apart—in a speech delivered 

on January 30, 1959 on the occasion of Yves Tinguely’s exhibition at Galerie 

Schmela in Dusseldorf: 

! would like to put forth to all those who willingly hear me: COLLABORA- 

TION! But pay attention to the etymology of the word. To collaborate means 

precisely to work together on the same project. The project upon which | 

propose collaboration is Art itselfl... 
In an art without problematics we shall attain eternal life and immortal- 

ity. Immortality is conquered collaboratively. This is one of the laws of man’s 

nature with respect to the universel... 

In collaboration we shall then individually practice “pure imagination.” 
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| propose collaboration to artists who, already, are aware of all | have 

just pronounced and perhaps of even more...to mock their possessive and 

egocentric personality, to exasperatedly cast aside the ME in all their repre- 

sentative activities in the theatrical, physical, and ephemeral tangible world in 

which they well know themselves to play roles... | propose to them that they 

each continue to say “my work,” separately, in speaking to the living dead 

who surround us in the daily life of common work that is moreover created in 

collaboration. | propose to them that they joyously continue to say ME, I, MY, 

MINE...etc. and not the hypocritical WE, OUR.... But that, only after having 

solemnly signed the pact of COLLABORATION this evening! 

| shall then find quite natural and normal to learn some day that the 

members of the famous pact have somewhere in the world suddenly and 

spontaneously signed one of my paintings, without even speaking of me nor 

even of COLLABORATION. Likewise, any works that please me among the 

works of other members of the pact, | shall rush to sign without in the least 

feeling any need to indicate that, in fact, the work is not done by me.°° 

Klein used the Rosicrucian legend of King Solomon and Hiram Abiff who la- 

bored together on the construction of Solomon’s temple, as told in Max Heindel’s 

book Freemasonry and Catholicism, to illustrate his concept of collaboration 

between the artist Jean Tinguely and himself for the exhibition Vitesse pure et 

stabilité monochrome [Pure Velocity and Monochrome Stability], which opened 

at Galerie Iris Clert in 1958. The exhibition was made up of rotating metallic discs 

covered with International Klein Blue: 

It was Solomon and Hiram Abiff who labored together on the construction of 

the temple. The Queen of Sheba, Iris, came to see the result and could 

only state that the work was beautiful and grandiose, but it was also human 

by its faults, by its errors. What were these faults and errors? The temptation 

to materialize pure spirit! It is for this reason that Tinguely and | seek the 

means to continue after the exhibition of Pure Velocity and Monochrome 

Stability. ° 

KLEIN’S AESTHETICS OF NEGATIVITY 

ART MUST TURN AGAINST ITSELF, IN OPPOSITION TO ITS OWN CONCEPT, 

AND THUS BECOME UNCERTAIN OF ITSELF RIGHT INTO ITS INNERMOST 

FIBER. —THEODOR W. ADORNO®® 

Klein's aesthetics is negative in the sense that it does not fall into the trap that, as 

Adorno reminded us, constitutes the antinomy of any “new” art (art with the 
pretension of newness) that stops short of carrying through its utopian promise: 

Art must and wants to be utopia, and the more utopia is blocked by the real 

functioning order, the more this is true; yet at the same time art may not be 

utopia in order not to betray it by providing semblance and consolation. If the 

utopia of art were fulfilled, it would be art’s temporal end.°” 

Like the German idealist philosopher Georg Wilhelm Friedrich Hegel before 

him,’° Klein understood that the end of art is inherent in art itself. As he declared 

in his Sorbonne lecture, and repeated throughout his writings: “My paintings are 

only the ashes of my art.”7' 
Klein’s dissolution of painting into the void was not another form of nonrepre- 

sentational abstraction in the spirit of Kasimir Malevich or Ad Reinhardt. A 

caricature drawn by Klein entitled Malévitch ou l’espace vue de loin [Malevich 
or Space Viewed from a Distance] shows Malevich in front of his easel painting 

a copy of a Klein monochrome that is hanging on the wall in front of him, while a 
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Kandinsky painting is collapsing onto the floor beside him. The cartoon not only 
implies a reversal of the historical order, situating Malevich after Klein, but it 
illustrates the remark in the “The Monochrome Adventure” that when Malevich 

finally arrived in space, Klein had always already been there: 

When MALEVICH burst into space as a tourist, around 1915 or 1916, | was 

there already to welcome him and he visited me, for | was the proprietor, 

the inhabitant or, rather, the co-proprietor and co-inhabitant, already and 

always. The position of MALEVICH in relation to me makes it possible to 

leave by the static speed of the immeasurable spirit of the phenomenology 

of time and allows me to say honestly and calmly that MALEVICH painted a 

still life based on one of my monochrome paintings. In effect, MALEVICH had 

infinity before him, while | am within it. One does not represent the infinite, 

nor does one produce it...’ 

In Aesthetic Theory, Adorno cautions that the spirit of a work of art exists only 
to the extent that it embraces both its materiality and its sensuality.”’ 
Klein was careful not to repeat the error of Kandinsky, whose theory and art was 

compromised by singling out the spiritual at the expense of the material: 

| despise the obscurantism of false painters who proclaim themselves mystics 

and occultists. A painter should understand what he is and what he is doing 

and should be able to express himself in simple terms, perhaps, but must be 

able to do this through painting.” 

| do not preach obscurantism but, quite the contrary, the re-conquest of 

pure sensibility.” 

| renounce occultism and secret societies. Although | know something about 

it; | quite sensed their lamentable limitation.” 

Instead, Klein promoted what he called mystical realism [réalisme mystique],”’ 
which coupled Christian doctrine with a realist philosophy that had no hidden 

presumptions: “The sensibility of a painter is not encumbered by mysterious nooks 

and crannies...it is like humidity in the air.”7° 

When Yves Klein was born on April 28, 1928 in Nice, under the Mediterranean 

sky of the Cote d’Azur, the very landscape of the place seemed already to have 

left a strong mark upon the man and artist who would subsequently emerge: 

“As an adolescent, | wrote my name on the back of the sky in a fantastic realistico- 

imaginary journey, stretched out ona beach one day in Nice.””’ 

Was it because of this early exposure to the boundless blue of the sea and 

sky that he did not experience the horror vacui that so terrified Blaise Pascal?®° 

According to the teachings of Max Heindel,®' who fused Christian doctrines with 

the Greek Corpus Hermeticum, the Latin Asclepius, and the Rosicrucian Christian 

Kabbalah that first emerged in seventeenth-century Germany,*? empty space does 

not exist: 

To the Rosicrucians, as to any occult school, there is no such thing as empty 

or void space. To them space is Spirit in its attenuated form; while matter 

is crystallized space or Spirit. Spirit in manifestation is dual, that which we 

see as Form is the negative manifestation of Spirit—crystallized and inert. 

The positive pole of Spirit manifests as Life, galvanizing the negative Form 

into action, but both Life and Form originated in Spirit, Space, Chaos!°’ 

In Christian symbolism, the color white in the form of a blazing, blinding light 

represents God. The brightness of the light makes God invisible: Paul is blinded 

by the divine light of negativity in Acts 22:11: “| could not see because of the 

brightness of that light,” and in 2 Corinthians 4:6, he described it as “the light of 

the knowledge of the glory of God.”** 

YVES “LE PHILOSOPHE” 279 



280 

This Christian-hermetical aesthetics of negativity has an equivalent in the 

Eastern conception of the elimination of color. As Toshihiko Izutsu, the distin- 

guished scholar of Oriental philosophy, writes, “the negative attitude toward color 

is...characteristic of the Far Eastern aesthetic experience.”*’ 

The Tao Te Ching speaks of the unity of Nothingness and Something: “There is 

absolutely nothing, and yet there seems to be something.”®* According to Izutsu 

“a piece of white, blank paper or silk, untouched by the brush, was regarded as 

the highest masterpiece of pictorial art.”6” Some Japanese artists have indeed 

followed this path by creating what is known as “white-paper inscriptions,” leaving 

the paper blank except for small inscriptions at the top intended to interpret the 

negative “picture” below. 

The celebrated Japanese printmaker Shiko Munakata famously described his 

creative process as a measuring up to the perfection of the blackness of the ink: 
| advise to spread India ink on an uncarved board, lay paper on top of it, and 

orient it. He will get a black print, but the result is not the blackness of ink; 

it is the blackness of prints. 

Now the object is to give the print greater life and power by carving its 

surface. Whatever | carve | compare it with an uncarved print and ask myself, 

“Which has more beauty, more strength, more depth, more magnitude, more 

movement, and more tranquility?” 

If there is anything here that is inferior to an uncarved block, then | have 

not created my print. | have lost it to the board.*° 
Buddhists regard emptiness as a living void that gives birth to the phenomenal 

world. This notion of nothingness as the metaphysical ground of the world 

is expressed in the following poem by the poet-painter Su Tung P’o: 

Where there is nothing found, there is found everything, 

Flowers there are, the moon is there, and the belvedere.®’ 

The Taoist mystics described the creative process in terms of emptiness [hsii], 
and painting as an intermediate between the known and the unknowable, as 

the expression of unnameable ideas [miao i]. According to the sixteenth-century 
Chinese painter and scholar Li Jih-hua, creative ideas are conceived in a state 

of emptiness, and the painter’s brush “should hold within itself pictorial reality 

[shih] and yet at the same time emptiness [hsdi], or by being empty, then the 
idea becomes spiritually alive [ling]; by being spiritually alive, there is no trace of 
obstruction [chih]; by being not obstructed, then there is wholeness of spirit [shén- 
ch’i hunjan]; by being hun jan, then it is a heavenly creation [t’ien-kung].”° 

Through his brother-in-law, the artist Giinther Uecker, Klein became affili- 

ated with the German ZERO group, which was founded in 1958 by the artists 
Otto Piene and Heinz Mack. According to Piene, ZERO was conceived “not as an 

expression of nihilism—or a dada-like gag, but as a...zone of silence and of pure 

possibilities”?' and was inspired by the works of Yves Klein, such as his Symphonie 
Monoton-Silence [Monotone-Silence Symphony] (page 69), which was to sound 
what the monochrome was to painting. 

Guided by his studies of the Japanese kata of judo, Rosicrucian cosmogony, 
and the phenomenological and psychological philosophies that emerged during 
his lifetime, Klein dared to take seriously Delacroix’s notion that art is about the 

“undefinable.” He staged “this undefinable” as “dematerialized blue” and the 

“pictorial sensibility in the first material state” in the empty space of Iris Clert’s 
gallery in 1958, combining both his ethics of grace and his aesthetics of negativity 

into a spectacle of ethical metaphysics: 

In order to refine the ambiance of this gallery—its pictorial sensibility in the 

first material state—to an individual, autonomous, and stabilized pictorial cli- 

mate, | must, on one hand, bleach the gallery to wash away the impregnations 
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with the numerous preceding exhibitions. In painting the walls white | wish 

not only to purify the space but, above all, to transform it, through this action 

and gesture temporarily into my work space, my studio. 

| believe | shall reach my goal if | work conscious of my act and filled 

with enthusiasm over the principle of the demonstration by applying one or 

several coats of paint to the gallery walls with my usual technique, like a great 

painting, with the best of myself and all the good intention possible, using 

pure white lithopone [zinc sulfide] mixed with my special varnish consisting of 

alcohol, acetone, and vinyl resin (which does not kill the pure pigment when 

it is fixed onto the supporting surface), and applying enamel lacquer with a 

roller... | believe that the pictorial space that | had succeeded to stabilize 

previously in front of and around my monochrome paintings will henceforth 

be well established in the space of the gallery. My active presence during the 

execution in the gallery space will create the climate and the radiating picto- 

rial environment that habitually permeates the studio of the artist endowed 

with a true power; a sensuous density that is abstract yet real, existing and 

living, by itself and for itself.... 

Everything will be painted white to receive the pictorial climate of the 

sensibility of dematerialized blue.... 

To make it extremely clear that | have abandoned the material and 

physical aspects of the color blue, waste and coagulated blood issued from 

the first matter and sensibility of space, | wish to obtain from the Préfecture 

of the Seine and from Electricité de France (EDF) the authorization to illumi- 

nate the Obelisk at the Place de la Concorde in Blue... 

In this way, the tangible and visible blue will be outside, outdoors, in the 

street, and indoors will be the dematerialization of blue: the colored space, 

which is not seen, but with which one is impregnated.’ 
After seeing Klein’s exposition de blanc at Iris Clert’s gallery, the existentialist 

writer Albert Camus wrote in her guestbook: “Avec le vide, les pleins pouvoirs!” 

[With the void, full powers!]. Camus’ prediction was realized two years later by 
Arman with his exhibition Le plein [Full-Up] by filling up the entire gallery to the rim 

with junk. Klein’s Le vide [The Void] and Arman’s Le plein functioned as two sides 

of the same strategy and should be considered as a collaborative project between 
the two friends. Together they represent, as Benjamin Buchloh has remarked, the 

single most important paradigmatic event in postwar sculpture.”” 
Klein never relinquished blue for the void. Color for Klein was a living being 

because it is the “word of light.”** Just as glaciers or holes poked into snowbanks 

appear to be blue,’’ Klein’s Le vide was the “immaterial blue,””° “the colored space, 

which is not seen, but with which one is impregnated.”’” Klein's staging of the void 

was followed by his “living brushes,” the Anthropometries, which he regarded, 

not unlike the Buddhist’s living void, as incarnations of the “sensibility of pictorial 

immateriality,” otherwise known as “the void”—the theater of the void becoming 

the theater of the flesh: 

Models create a sensual climate inside the studio, just as they do possibly 

outside, which permits the stabilization of the pictorial matter. In the true 

sense of the Christian faith, which says: “I believe in the incarnation of the 

word; | believe in the resurrection of the body,” the body is the true sense of 

the theater of the word: the word is flesh!”° 

Assisted by his knowledge of judo, Klein’s theology of the flesh became the 

void incarnate. Each of his living brushes, their skin saturated with blue paint, held 

within themselves pictorial reality and emptiness as they partook in the ritual of 

sacrament, the communion with the white paper, like the judoka imprint made by 

Klein’s body, both physically and spiritually, on the white judo mat: 
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| had the models hanging out in the studio. They played with the paint. My 

blue sensibility for blue told me that | should paint them blue. | resisted until 

| realized that the time of the paintbrush was over and that my knowledge 

of judo would serve me: my models became my brushes. | made them cover 

themselves in paint and imprint their bodies onto the paper. This resulted in 

the anthropometry....’” 

For Klein, white was not an empty color; it embodied the Eucharist. As Jean- 

Michel Ribettes writes: 

[White] is a thoroughly cannibalistic color. It assimilates all chromatic values 

and joins all the potentialities of the spectrum. It is the color that has not 

been afraid of red, yellow, blue. White, above all, represents the intangible 

color that reflects all the radiation and digests wavelengths. Beyond the blue 

of space, the “infinity beyond infinity itself,” white is the color of this canni- 

balistic silence that has devoured all color.'°° 

AN AUTONOMOUS THINKER 

FOR ME, TODAY THE PROBLEMATICS OF ART...1S CONTINGENT 

ON THE ONLY THING THAT DOES NOT BELONG TO US: OUR LIVES! 

—YVES KLEIN'®! 

Klein can be positioned with artists such as the German social sculptor Joseph 
Beuys and the American performance artist and sculptor James Lee Byars: artists 

whose art and life extended beyond the visible realm, constituting an ethical 

imperative. Klein shared with these artists a passionate faith in the power of art to 
affect social change. Despite their national and stylistic differences, these three 

artists had a similar understanding of the role of art in a democratic society. They 

were brilliant speakers with an ethical-aesthetical vision far beyond the boundaries 

of what was traditionally acceptable for an artist. All three were Lebenskiinstler, 
artists who lived their art, a German expression that may perhaps be best translat- 

ed by Oscar Wilde's saying “I put all my genius into my life; | put only my talent into 
my works.”'°? Henry James once noted that “the artist we value most is the artist 
who tells us most about human life.”!°’ 

In the 1960s and 1970s, artists such as Joseph Beuys and Allan Kaprow 
shifted the political agenda away from the authorities of power toward critical 

and creative practices that challenge the incumbent order of society. In Kaprow’s 

words, “Now, as art becomes less art, it takes on philosophy’s early role as critique 

of life.”'°* Influenced by the emergence of two major linguistic theories, speech 
act theory and structuralism, many artists began to realize that all art is political, 

as all works of art are, to greater or lesser extent, performative speech acts, or, as 

Jacques Derrida would later say, manifestations of the redefinition of “writing.” This 
enabled artists to shift the nature of propaganda from the political to the personal 
or even transcendental, from socially and politically explicit content to ideologically 
or spiritually infused form and process. 

Hegel is credited with being the first to articulate the ways in which (life) 

experience participates in consciousness, thus setting the stage for a Lebensphilos- 
ophie. For Hegel, as later for Edmund Husserl, whose phenomenology introduced 

the concept of a life-world [Lebenswelt] as the foundation of all human experience, 

natural (experiential) and philosophical awareness were two modes of the same 
consciousness. While we move from natural to philosophical consciousness, we 

never completely abandon the former. Hegel articulated the limits of philosophy, 
its possibilities and its confines, which led to, in Merleau-Ponty’s words, a “philo- 

sophical void”:'°’ a period of “nonphilosophers” who began their philosophical 
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practice with a denegation of philosophy, notably Friedrich Nietzsche and Sgren 

Kierkegaard, or saw a new philosophy rise from the ashes of the “Crisis of 

European Sciences,” as Husserl did. Merleau-Ponty attempted to refocus the 

philosophical dialogue onto a strictly philosophical practice in the sense of what 

it is not. For him, nonphilosophy was the experience of everyday life, that which 

is representable, expressible, and thus to be excluded from philosophical discus- 
sion. These distinctions prepared the way for later postmodern, poststructuralist, 
and deconstructivist notions of absence, différance, and abjection. Philosophy 

thus became defined within the difference or chasm between philosophy and 

nonphilosophy. 
Klein’s philosophical concepts provide a non-normative, immaterial definition 

of the essence of art that overcomes the predicament of art by refusing to accept 
the authority of artistic tradition. Klein cut himself off from existing traditions, 
which resulted in the creation of a non-art use of art (just as nonphilosophers were 
engaged in a nonphilosophical use of philosophy) in the sense of what his work is 

not: line, symbolism, materialism. 

Unlearned though he was, Klein was an original, autonomous thinker in the 

sense of Husserl’s Se/bstdenker, which the philosopher described as follows: 

For what autonomous thinker |Selbstdenker], in his philosophizing life, has 

“philosophy” ever ceased to be an enigma? Everyone has the sense of 

philosophy’s end, to whose realization his life is devoted; everyone has certain 

formulae, expressed in definitions; but only secondary thinkers, who in truth 

should not be called philosophers, are consoled by their definitions, beating 

to death with their word-concepts the problematic telos of philosophizing.'°° 

Yves Klein was an agitator of ideas who used his considerable charisma to 

propagate social change through art. According to Nicolas Bourriaud, Klein was a 

philosophe en actes, a philosopher of action, “a creator of exemplary actions, 

more so than a manufacturer of objects or images.”'°” He was a stray dog among 

artists, unchained to any aesthetical or metaphysical kennel, to paraphrase the 

philosopher Morris Raphael Cohen.'® Yet Klein’s nonchalant absorption of ideas 

from numerous direct or indirect sources made him appear to be merely a 

lightweight intellectual, a poseur, or a conceptual trickster in the tradition of Marcel 

Duchamp, who embellished his artistic ideas, practice, and work with appropriated 

thoughts. Rather, Klein should be compared to Hermes, the trickster god of Greek 

mythology. Hermes was a rule-breaker who could be cunning or foolish, but 

ultimately brought happiness and riches. Messenger of the gods and interpreter 

of hidden meanings, Hermes was also a soul carrier, guiding souls into the Under- 

world. And in another parallel to Klein—Hermes was also one of the inventors 

of fire.!°? 

Yet Klein was first—and always—an artist: 

| am neither a philosopher nor an economist, nor anything else, and | confine 

myself to expressing only utopian thoughts.''° 

Like most artists, Klein was a “conceptual personality.” When he theorized about 

his artistic practice, he did so by speculating out of a general milieu that included 

philosophical, scientific, and political ideas. With his writings and public talks, as 

with his art, Klein intended to promote his vision of a future of absolute artistic and 

social freedom and his belief in “le grand Art absolu et total,” the great, absolute, 

and total Art.'"' 

YVES “LE PHILOSOPHE” 283 



NOTES 

] 

Yves Klein, “The Monochrome 

Adventure,” in Overcoming 

the Problematics of Art: The 

Writings of Yves Klein, ed. and 

trans. Klaus Ottmann (Put- 
nam, CT: Spring Publications, 

2007), 137 [hereinafter YKW]. 

2 

Yves Klein, Le dépassement 

de la problématique de I’art et 
autres écrits, eds. Marie- 

Anne Sichére and Didier 
Semin (Paris: Ecole nationale 
supérieure des beaux-arts, 
2003). 

3 

Klein, “The Monochrome 

Adventure,” in YKW, 137. 
4 

Throughout his writing, Klein 

refers to the viewer or observ- 

er of art as “reader” [lecteur], 

perhaps in allusion to Marcel 
Duchamp’s well-known decla- 
ration that “it is the observer 

who makes thepiece of art 

[c’est le regardeur qui fait le 
tableau].” While for Duchamp 
the work becomes activated 

by the observer, the /ecteur 

of Klein’s paintings absorbs 

the sensibility of pure color 

literally like a sponge. The 
term “reader,” of course, also 

relates to French structural- 

ism, especially Roland Barthes 
who substituted /ittérature 

[literature] with écriture [the 

mode or function of writing] 

and proposed that any artistic 

product be “read” as a “text.” 

See his Writing Degree Zero, 

trans. Annette Lavers and 

Colin Smith (New York: Hill 
and Wang, 1968). 

y) 

Arthur Symons, writing in 

1906, cited in “Editor’s In- 

troduction,” in Samuel Taylor 

Coleridge, Biographia Literaria 

or Biographical Sketches of 

My Literary Life and Opinions, 

eds. James Engell and W. Jack- 

son Bate (Princeton: Princeton 

University Press, 1983), xli. 

6 

For instance, Thomas McEvil- 

ley, “Yves Klein: Conquistador 
of the Void,” in Yves Klein, 

1928-1962, a Retrospective, 

exhibition catalogue (Houston 

and New York: Institute for 

the Arts, Rice University and 

284 

The Arts Publisher, 1982). 

According to Pierre Restany, 

Klein once confided that he 

could only read the beginning 

of Bachelard’s The Dialectic 

of Duration—certainly one of 
Bergson’s more demanding 
books. Pierre Restany, Yves" 

Klein: Fire at the Heart of the 

his history, particularly the 
years of his artistic origins. 
For the sake of efficiency, he 

preferred to retain only two 
events emblematic of that era: 

the signing of blue sky ona 

beach in Nice and the ritual 

footprints of hands and feet.” 

Les Ecrits d’Yves Klein 

Void (Putnam, CT: Spring 
Publications, 2005), 3. 

7 

In 1946, after failing his 

baccalauréat, which prevented 
him from attending the Ecole 

de la Marine marchande, 

Klein worked briefly at the 

Librairie des Champs-Elysées 

bookstore in Paris. In 1948, 

his aunt Rose set up a room in 

her radio shop in Nice for him 
to operate as a bookstore. It 
was during that time (he only 

lasted a few months) that he 
“educated” himself by reading 
or thumbing through the vari- 

ous books in the store. 

8 

Published in English as Ideas 

and Images in World Art: 
Dialogue with the Visible and 

Art and the Spirit of Man, 

respectively. 
9 

See especially the studies by 
Thomas McEvilley (on Klein’s 
Rosicrucianism); Frangois 

Perrin (on the architecture 

of air); Denys Riout (on the 

immaterial); Nicolas Charlet 
(on Klein’s writings); and 
Jean-Michel Ribettes 

(on Klein’s Catholicism). 
10 

“Bernadette is building three 

houses in Paris right now, 

as chief architect! And for 

sure, starting next year, there 

will be a ‘monochrome’ in ev- 

ery house,” Yves Klein, letter 

to Werner Ruhnau, 8 January 

1958, in Wie das Gelsenkirch- 

(Paris: Transéditions, 2005), 
257. On the inseparable link 

between cult and myth in the 

work of Beuys, see Benjamin 

Buchloh’s essay, “Beuys: The 
Twilights of the Idol. Prelimi- 

nary Notes for a Critique,” in 

Neo-Avantgarde and Culture 

Industry: Essays on European 
and American Art from 1955 

to 1975 (Cambridge, MA: The 

MIT Press, 2000), 41-64. 

13 

Claude Pascal, “A l'occasion 

d’une retrospective du 

Monochrome: preface a la 
petite mort de trois adoles- 
cences,” Yves Klein Archives. 

14 

Arman, “De la spiritualité a la 

conquéte affective des 
espaces,” Yves Klein Archives. 

19 

Introduction a I’Histoire 

Universelle, 1831. Quoted in 

Roland Barthes, Michelet, 

trans. R. Howard (New York: 

Hill and Wang, 1987), 39. 

16 

Quoted in Theodore Zeldin, 

France 1848-1945, Vol. Il: 

Intellect, Taste, and Anxiety 

(Oxford: The Clarendon Press, 

1977), 7. 
17 

John Canaday, “I Got the Yves 
Klein Blues,” New York Times, 

February 5, 1967. 

18 

Roland Barthes, “That 

Old Thing, Art...,” in 

The Responsibility of Forms: 
Critical Essays on Music, Art, 

ener Blau auf Yves Klein kam: 

Zur Geschichte der Zusam- 

menarbeit zwischen Yves 

Klein und Werner Ruhnau, 

exhibition catalogue (Museum 

Wiesbaden, 2005), 52. 

if 

Bernadette Allain, “Proposi- 
tions monochromes du 

peintre Yves,” Couleurs 18 
(December 1956). 

12 

Like the German artist Joseph 
Beuys, Klein was engaged in 
a deliberate re-writing of his 

biography. He even involved 

his friends Arman and Claude 

Pascal to write testimonies 

supporting his petit ruse. 
According to Nicholas Charlet, 

“Yves Klein carefully codified 

and Representation, trans. 

R. Howard (Berkeley: 
University of California Press, 

1991), 201. 

19 

Ludwig Wittgenstein, Trac- 

tatus Logico-Philosophicus, 

trans. C. K. Ogden (London: 

Routledge & Kegan Paul, 

1981), 6.41. 

20 

Ludwig Wittgenstein, 

Philosophical Investigations, 

third ed., trans. G. E. M. 

Anscombe (New York: 

Macmillan, n.d.), part |, 

paragraph 19. 
21 

lbid., paragraph 23. 
22 

Ludwig Wittgenstein, 

Denkbewegungen: Tagebiich- 

er, 1930-32/1936-1937, ed. 

Ilse Somavilla (Innsbruck: 
Haymon-Verlag, 1997), 1:27. 

23 

Ludwig Wittgenstein, 

“Tagebiicher 1914-1916,” 
in Werkausgabe in 8 Banden 

(Frankfurt am Main: Suhrkamp 

Verlag, 1984), 1:178 (October 

7, 1916). 
24 

Georg Wilhelm Friedrich 

Hegel, Lectures on the History. 

of Philosophy III, trans. E. S. 

Haldane and F. H. Simson 

(Lincoln: University of 
Nebraska Press, 1995), 

275 [translation modified by 

the author]. 
25 

Baruch Spinoza, Ethica II, 

(d3 and 48) in Benedicti de 

Spinoza Opera quotquot 

37 

Ibid. 

38 

Yves Klein, “Prayers to Saint 

Rita,” manuscript in the 

archives of Paul and Tomma 

Wember, Krefeld, Germany. 

39 

Charles Baudelaire, “The Life 

and Work of Eugene Delac- 

roix,” in Charles Baudelaire: 

Selected Writings in Art and 

Literature, trans. P. E. Charvet 

(London: Penguin Books, 

1992), 359-60. 

40 

Gilles Deleuze and Félix 

Guattari, What Is Philosophy? 
trans. H. Tomlinson and G. 

Burchell (New York: Columbia 

University Press, 1994). 

41 

Immanuel Kant, Critique of 

Pure Reason, trans. N. K. 

repertasunt, ed. Johannes 

van Vloten and Jan Pieter 

Nicolaas Land, 3rd ed., 

4 vols. (The Hague: Martinus 

Nijhoff, 1914). 

26 

Ludwig Wittgenstein, quoted 

in Manfred Frank, Stil in der 

Philosophie (Stuttgart: Rec- 

lam, 1992), 88. 

27 

Yves Klein, “Some Excerpts 

from My Journal of 1957,” in 

YKW, 14-15. 

28 

Klein, “The Monochrome 

Adventure,” in YKW, 148. 

29 

Ibid., 168. 

30 

His father, Fred Klein, was 

a figurative painter and his 
mother, Marie Raymond, was 

a successful abstract painter. 
3] 

Klein, Letter to Werner Ruh- 

nau, November 5, 1958. 

32 

James L. Koch and Uri 

Savir, “Glocalism and Our 

Networked World,” http:// 
www.scu.edu/sts/nexus/sum- 
mer2003/KochSavirArticle. 

cfm [accessed 5/13/2008]. 
i) 

Yves Klein, “The Blue 

Revolution: Letter to President 

Eisenhower,”in YKW, 26. 

34 

Yves Klein, “La grande force 

de ce mouvement....,” Yves 

Klein Archives. 

39 

Yves Klein, “Comment et 

pourquoi, en 1957...,” Yves 

Klein Archives. 

36 

Klein, “La grande force de 

ce movement...” 

KLAUS OTTMANN 

Smith (New York: St. Martin’s 

Press, 1965), 635 [B833]. 

42 

“Man has the drive to run 

against the boundary of 
language.... We...keep run- 

ning against the boundary of 
language.” Ludwig Wittgen- 
stein und der Wiener Kreis: 

Gesprache, aufgezeichnet 
von Friedrich Waismann, ed. 

B. F. McGuiness (Frankfurt 
am Main: Suhrkamp Verlag, 

1984), 68-69. 

43 

Wittgenstein, Tractatus, 

6.4312. 

44 
Psalm 82:6. 

45 

Paul Wember, Yves Klein 

(Schauberg: Verlag M. Du- 

Mont, 1972), 58. 

46 

Yves Klein, “Selections from 

‘Dimanche,”” in YKW, 131. 

47 

Klein, “The Monochrome 

Adventure,” in YKW, 160. 

48 

Klein, “‘Dimanche,”” in YKW, 

113. 

49 

A drawing for Klein’s design 

is reproduced in Denys 

Riout, Yves Klein: Manifester 

l‘immateériel (Paris: Gallimard, 

2004), 133 (fig. 58). 

50 

See Emily Apter, “What 

is Yours, Ours, and Mine: 

Authorial Ownership and the 
Creative Commons,” October 

126 (2008). 

51 

R. G. Collingwood, The 

Principles of Art (New York: 

Oxford University Press, 

1958), 315-16. See especially 



his chapter “The Artist and 

the Community.” 

52 

See Donald Fairbairn, Grace 

and Christology in the Early 

Church (Oxford: Oxford 

University Press, 2003). 
93 

Yves Klein, “Esquisse de 

scenario,” Yves Klein Archives. 

Written in 1954, Klein later 

incorporated it into Dimanche, 

see YKW, 117-31. 

94 

Ibid. 

99 

Fairbairn, Grace and 

Christology, 69. 

56 

Langdon Warner, The Endur- 

66 

Klein, “Overcoming the 

Problematics of Art,” in YKW, 

62-64. 

67 

Yves Klein, “Pure Velocity and 

Monochrome Stability,” in 

YKW, 32. 

68 

Adorno, Aesthetic Theory, 2. 

69 

Ibid., 32. 

70 

“Art, considered in its highest 

vocation, is and remains for 

us a thing of the past.” Georg 

Wilhelm Friedrich Hegel, 

Hegel's Introduction to Aes- 

thetics: Being the Introduction 

his teachings for the next four 

to five years almost daily. He 
was originally introduced to 

Rosicrucianism in Nice, to- 

gether with Arman and Pascal, 

through Louis Cadeaux, a lo- 

cal astrologer. Klein canceled 

his affiliation with the Rosicru- 

cian Fellowship in 1953. 

82 

On the emergence of a 

Christian Kabbalah, see 

Gershom Scholem, Alchemy 

and Kabbalah, trans. Klaus 

Ottmann (Putnam, CT: Spring 
Publications, 2006). 

83 

Max Heindel, The Rosicrucian 

Cosmo-Conception, chapter 

to the Berlin Aesthetics Lec- 

ing Art of Japan (Cambridge, 

MA: Harvard University Press, 

1952), 100. 

ai 

Yves Klein, “La décision que 

j‘ai prise de divulguer...,” Yves 

Klein Archives. 

58 

Yves Klein, “Truth Becomes 

Reality,” in YKW, 187. Klein 

noted on the manuscript 
that “This text is not to be 

regarded as a theoretical 

exposition, but as the poetic 

description of an ambiance of 
creation, of evolution,” Yves 

Klein Archives. 

99 

Yves Klein, “Sur mon éthique 

complete...,” Yves Klein 

Archives. This is an early draft 

for his text on Pierre Restany’s 
role (“Quel a été le rdle de 
Pierre Restany?”). 

60 

Yves Klein, “Overcoming the 

Problematics of Art,” in YKW, 

45-46. 

61 

“Answering the Question: 

What is Postmodernism?” 

trans. Régis Durand, in Jean- 

Francois Lyotard, The Post- 

modern Condition: A Report 

on Knowledge (Minneapolis: 
University of Minnesota Press, 

1984), 81. 

62 

Ibid. 

63 

Theodor Adorno, Aesthetic 

Theory, trans. R. Hullot-Kentor 

(Minneapolis: University of 
Minnesota Press, 1997), 103. 

64 

Ibid. 

69 

On the postmodern notion of 

failure, see the author’s The 

Genius Decision: The Extraor- 

dinary and the Postmodern 

Condition (Putnam, CT: Spring 

Publications, 2004). 

tures of the 1820s, ed. T. M. 

Knox, trans. Charles Karelis 

(New York: Oxford University 
Press, 1979), 11. 

7\ 

Yves Klein, “Lecture at the 

Sorbonne,” in YKW, 83. 

72 

Klein, “The Monochrome 

Adventure,” in YKW, 170. 

1h) 

Adorno, Aesthetic Theory, 87. 

74 

Yves Klein, “Some Extracts 

from My Journal,” in YKW, 14. 
79 

Klein, “Comment et pourqoi, 

ene 9 Siem 

76 

Yves Klein, “Je refuse 

l‘occultisme et les sociétés se- 

cretes...,” Yves Klein Archives. 

TH) 

“La peinture pour moi, c’est 

une sorte de réalisme mys- 
tique.” Yves Klein, “Par la cou- 

leur...,” Yves Klein Archives. 

78 

Yves Klein, “My Position in 

the Battle Between Line and 

Color,” in YKW, 19. 

79 

Yves Klein, “Truth Becomes 

Reality: Yves the Monochrome 
1960,” in YKW, 183-92. 

80 

“The silence of these infinite 

spaces frightens me.” Blaise 

Pascal, uvres Completes, 

vol. 2 (Paris: Gallimard, 1999), 

615 [Pensée 187]. 

8l 

The Rosicrucian Fellow- 

ship was founded in 1909 

in Seattle, Washington, by 

Max Heindel as an Interna- 

tional Association of Christian 

Mystics, moving in 1911 to 
be based out of Oceanside, 

California. Klein and Claude 

Pascal joined Heindel’s Rosi- 

crucian Fellowship in 1948, 

and Klein continued to study 

9. Max Heindel’s writings are 

available to the public on the 
website of The Rosicrucian 

Fellowship: www.rosicrucian. 

com. Cf. Asclepius 33: “On 

the void that so many consider 

an important topic now, | hold 

the following: there is no such 

thing as a void, nor can there 

have been, more will there 

ever be....” Hermetica: The 

Greek Corpus Hermeticum 

and the Latin Asclepius, trans. 

Brian P. Copenhaver (Cam- 

bridge: Cambridge University 

Press, 1992), 88. 

84 

See Ernst Benz, “Color in 

Christian Visionary Experi- 

ence,” in Color Symbolism: 

The Eranos Lectures, ed. 

Klaus Ottmann (Putnam, CT: 

Spring Publications, 2005). 

85 

Toshihiko Izutsu, “The Elimi- 

nation of Color in Far Eastern 

Art and Philosophy,” in Color 
Symbolism, 250. 

86 

Ibid., 267. 

87 

Ibid. 

88 

Shiko Munakata, ed. Yojuda 

Yasuda, text by Oliver Statler 
(Rutland, VT: Charles E. Tuttle 
Co., 1958), 5. 

89 

Ibid. 
90 

George Rowley, Principles of 

95 

Benjamin H. D. Buchloh, 

“Plenty or Nothing: From Yves 

Klein’s Le vide to Arman’s 

Le plein,” in Neo-Avantgarde 

Walter de Gruyter, 1973), 110. 
106 

Edmund Husserl, The Crisis 

of European Sciences and 

Transcendental Phenomenol- 

and Culture Industry: Essays ogy, trans. D. Carr (Evanston, 

on European and American 

Art from 1955 to 1975 (Cam- 

bridge, MA: The MIT Press, 

2000), 257-83. 

94 

Allain, “Propositions mono- 

chromes du peintre Yves,” 26. 
99 

A common phenomenon 

known to Arctic explorers 

and mountain climbers: when 

light passes through Ice, the 

red light is absorbed while the 

blue is transmitted. 

96 

Klein, “Overcoming the Prob- 

lematics of Art,” in YKW, 52. 

97 

Ibid., 47. 

98 

Klein, ““Dimanche,’” in YKW, 

113. 

99 

Pierre Descargues, “Yves 

Klein: UHomme qui a vendu 

du vide,” 7-8. 

100 

Jean-Michel Ribettes, “Yves 

le catholique,” in Yves Klein 

contre C. G. Jung (Brussels: 

La Lettre volée, 2003), 19. 

Ribettes’s valuable study is re- 

grettably coupled with another 

essay, “Contre Jung,” which 

reads too much like a personal 

vendetta against Jungian psy- 

chology by the author who is a 
Lacanian psychoanalyst. 

101 

Klein, “Pour moi, la probléma- 

tique de l'art [...] aujourd’hui 
est en fonction de la seule 

chose qui ne nous appartienne 

pas: notre vie,” Yves Klein 

Archives. 

102 

The Journals of André Gide, 

vol. 1, trans. and ed. J. O’Brien 

(New York: Vintage Books, 

1956), 169. 

103 

Henry James, The Painter's 

Eye: Notes and Essays on the 

Pictorial Arts, ed. by J. L. 

Chinese Painting (Princeton: 

Princeton University Press, 

1947). 

91 

“The Development of the 

Group ‘ZERO,”” in ZERO 

(Cambridge, MA: The MIT 

Press, 1973), xx—xxi. 

92 

Klein, “Overcoming the 

Problematics of Art,” in YKW, 

il=525 

YVES “LE PHILOSOPHE” 

Sweeney (London: Rupert 

Hart-Davis, 1956), 185. 

104 

Allan Kaprow, “Manifesto” 

[1966], in The Discontinuous 

Universe, eds. Sallie Sears and 

Georgianna Lord (New York: 

Basic Books, 1972), 292. 

109 

Maurice Merleau-Ponty, 

“Méglichkeit der Philosophie,” 

in Vorlesungen, trans. A. 

Métraux (Berlin and New York: 

IL.: Northwestern University, 

1970), 394-95. 

107 

Nicolas Bourriaud, Formes de 

vie: L'art moderne et 

‘invention de soi (Paris: Edi- 

tions Denoél, 1999), 112. 

108 

See Morris Raphael Cohen, 
A Dreamer’s Journey: The 

Autobiography of Morris 

Raphael Cohen (Boston: The 

Beacon Press, 1949), chapter 

22: “A Stray Dog Among the 
Philosophers”: “I came to refer 

myself as philosophically a 

stray dog unchained to any 

metaphysical kennel,” 174. 
109 

See Karl Kerényi’s masterful 
study Hermes: Guide of Souls 

(Putnam, CT: Spring Publica- 
tions, 2008). 

110 

Yves Klein, “Some (False) 

FOUNDATIONS, Principles, 
etc. and the Condemnation of 

Evolution,” in YKW, 6. 

111 

Klein, “Comment et pourquoi, 
en 1957...” 

287 





MAN, MYTH, AND MAGIC: 
YVES KLEIN 

AND PHOTOGRAPHY 

ANDRIA HICKEY 

CREATING UNTITLED ANTHROPOMETRY [ANT 133] AT HIS APARTMENT, 

14, RUE CAMPAGNE-PREMIERE, PARIS, 1960 



Cn 
e
T
 
S
S
 A
R
N
O
 

0961 

9 
“S
1U
Vd
 

‘
J
U
I
I
N
A
I
N
d
-
A
N
O
V
A
W
V
O
 

JA
Na

 
‘+
L 

ANDRIA HICKEY 288 



In 1956, Yves Klein wrote that it would be “impossible to give you a photograph” 
that would capture his attempts to create an artwork of immaterial sensibility. 
The photographic record tells a different story. Ironically, throughout his efforts to 
reach beyond the material confines of his paintings and sculpture, Klein ensured 

that his every attempt at reaching that “authentic immaterial reality’? was recorded 
for the camera. The vast photographic holdings of the Yves Klein Archives reveal 

the artist’s ambiguous relationship to the photographic image—a medium he relied 

upon, despite his discomfort with its limitations. More than 4,000 photographs 
trace a near complete chronology of Klein’s life, ranging from personal snapshots 
to performance documentation and photomontage. While these records include 
intimate images of the artist's private life, they also painstakingly capture his studio 

work, exhibitions, performances, and events, and authenticate his artistic ambi- 

tions, providing an index of the artist's creative intentions and process. Both the 
abundance and careful choreography of many of the images suggest a tension 

between the physical circumstance of Klein's artworks and the residue of ephem- 
erality Klein articulated throughout his life. 

Few of the photographs, however, are directly attributed to the artist himself. 

Many of those who took the most iconic images remain anonymous or were 
hired photographers who shot scenes staged and directed by Klein. Harry Shunk, 
Jean Michalon, Milton Toscas, Jacques Fleurant, Janos Kender, Louis Frédéric, 

Maria Eugenia Le Noci, and Charles Wilp were among the more than thirty 

photographers who worked with the artist throughout his career. Many became 
Na TeyTamcuer (oysvem ru evave loorelare Mere) (-]elelac] Colecw-l ave MUVclRoMelACcLAMIANZIC<reM Com oU Le) Cem caZcTa1 FS 

and even Klein’s own apartment to record the making of his work.’ 

The mythology of Yves Klein—prolific artist, inspired devotee, genius char- 

latan—is present not only in the art objects Klein created but also in the images 

which capture and define these very roles.* The album that follows offers a selec- 

tion of photographs that examine Klein’s relationship to photography as art, docu- 
ment, and myth-making medium. Portraits of Klein are inscribed with his charm, 

humor, and his ability to persuade, direct, play, captivate, and transcend. Images 

of Klein's actions, exhibitions, and performances amplify the artist's pursuit of the 

impossible and extraordinary, and, in turn, tilt his hand just a bit, accentuating the 

aspect of spectacle in action, challenging the limitations of photography and the 

elusive nature of immaterial sensibility so central to his work. 
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MALIBU, CALIFORNIA, JUNE 1961 
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WEDDING OF YVES KLEIN AND ROTRAUT UECKER 

AT THE CHURCH OF 

SAINT NICOLAS—DES—CHAMPS, PARIS, 

JANUARY 21, 1962 
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IRIS CLERT AND JEAN TINGUELY AT THE 
OPENING RECEPTION OF KLEIN’S SOLO 
EXHIBITION BAS-RELIEFS DANS UNE 
FORET D’EPONGES [BAS-RELIEFS IN A 
FOREST OF SPONGES] AT GALERIE IRIS 

CLERT, PARIS, JUNE 15, 1959 

vO eet 
TTR) 

AT LUNCH WITH IRIS CLERT, LUCIO FONTANA, AND ROTRAUT AT 

LA COUPOLE, PARIS, NOVEMBER 1961 

RECEPTION AT A PERFORMANCE OF KLEIN’S “LIVING BRUSHES” 

AT THE APARTMENT OF ROBERT GODET, 9, RUE LE-REGRATTIER, 

ILE SAINT-LOUIS, PARIS, JUNE 5, 1958 
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WITH PIERRE RESTANY (LEFT) AND GUIDO LE NOCI (RIGHT) WITH HIS AUNT, ROSE RAYMOND (LEFT), AND HIS MOTHER, 
AT THE OPENING OF THE EXHIBITION YVES KLEIN LE MONOCHROME: MARIE RAYMOND (RIGHT), AT THE YVES: PEINTURES 
IL NUOVO REALISMO DEL COLORE [YVES KLEIN THE MONOCHROME: [YVES: PAINTINGS] EXHIBITION IN THE PRIVATE SHOWROOMS OF THE 

THE NEW REALISM OF COLOR] AT GALLERIA APOLLINAIRE, LACOSTE PUBLISHING HOUSE, PARIS, OCTOBER 15, 1955 
MILAN, NOVEMBER 20, 1961 

tI UDP SORA? re an 

ARMAN, JEAN TINGUELY, ROTRAUT, DANIEL SPOERRI, JACQUES 

VILLEGLE, AND PIERRE RESTANY GATHER TO SIGN THE MANIFESTO 

OF NOUVEAU REALISME AT KLEIN’S APARTMENT, 

14, RUE CAMPAGNE-PREMIERE, PARIS, 27 OCTOBER, 1960 
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DUSSELDORF, c. 1960 
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KLEIN’S SELF-PORTRAIT: YVES LE MONOCHROME 

A PAINTER MUST PAINT A SINGLE MASTERPIECE: HIMSELF, AND THUS 

BECOME A SORT OF ATOMIC BATTERY, A SORT OF CONSTANTLY 

RADIATING GENERATOR THAT IMPREGNATES THE ATMOSPHERE WITH 

HIS PICTORIAL PRESENCE FIXED IN SPACE AFTER ITS PASSAGE. 

—YVES KLEIN’ 

The cultivation of Klein’s public persona, or “Yves le Monochrome” (a moniker by 
which he was sometimes known),° was as central to his artistic career as his 

paintings and sculpture. Similar to American Pop artist Andy Warhol, Klein's 

attempt to construct his public image was a conceptual project in itself. From his 
small artist book Yves Peintures [Yves Paintings] (published November 18, 1954), 

which reproduced paintings that did not exist, to the distribution of the fabricated 

newspaper Dimanche (released November 27, 1960), Klein sought opportunities 
to manipulate his public perception through the media.’ While the press often 
ignored Klein, particularly early in his career, or addressed his antics with a 

critical tone, casting him as a farcical trickster or the “pseudo-metaphysicist” 

of Rosicrucianism,® the media also motivated Klein's desire to play the role of 
showman or conductor. 

Klein meticulously catalogued his media presence and the reception of his 

work. He collected reviews, clippings, and articles that featured his solo and group 
exhibitions, special events, and performances and pasted them into albums that he 

filled with his own marginal notes, which often reveal new directions he planned 

to pursue in response to critiques in the press.’ Furthermore, Klein often planned 
extravagant events for his exhibitions, and acknowledged in his preparatory plans 
that media presence and coverage would be crucial to the artworks’ success.'° 

Many of the most iconic photographs of Klein’s work and process were the 
result of the artist’s concern that his intentions and their calculated effect were 

accurately communicated. This self-reflexivity is evident even in Klein's early years 
as a practicing judoku master. While studying in Japan in 1952 and 1953, Klein 

collaborated with a fellow student to record several hours of judo practice, care- 

fully capturing each movement for his future adjudicators in Europe. In 1954, he 
published many of these images in his treatise on judo, Les Fondements du Judo 
eterater-lerelamenm ule.e) B 

Years later, Klein would painstakingly write a proposed scenario for Paolo 

Cavara and Gualtiero Jacopetti’s 1962 “shockumentary” Mondo Cane, which 

Klein had hoped would favorably show the world the true realization of his Anthro- 
pometry paintings."' As with writing and film, photography was another tool for 

contemplation and validation, demonstrating the significance of Klein’s process 

and his dedication to constructing an existence that would embody the intentions 

of his work. 

Often dressed in a tuxedo (and, for more formal performances, white gloves), 

Klein’s fashionable clothing cast him as both conductor and player, well before the 
German artist Joseph Beuys would don his trademark vest and felt hat to indicate 

his role as both explorer and hunter. Portraits of Klein, like those of Beuys, are 

inscribed with the significance of his staged persona and the subsequent develop- 
~ ment of his work in the public eye. 

Images of Klein in his studio can also be compared to those taken by Hans 

Namuth of Jackson Pollock, who, like both Klein and Beuys, became a pivotal 
public figure in the art world, in part due to the prominence of influential photo- 

graphs.'? These carefully constructed images portray Pollock as a worker, busy in 

his studio and messy with paint, the resulting image capturing a moment of the 
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artist’s genius in action; it is as if the artist was performing a dance staged for the 

camera. As with those of Pollock, images of Klein at work also establish the honed 

performative nature of his artistic persona. Art historian Amelia Jones’ analysis of 

Klein’s calculated portraits suggests that he consciously drew upon the characters 

of both Eugéne Delacroix (the dandy) and Vincent van Gogh (the worker) as mod- 

els and “employed their romanticized personae and conceptions of artistic creativ- 

ity to stake a claim to a distinctly modernist mode of genius.”'’ Yet despite the 

influence of his predecessors, portraits of Klein often reveal a humorous sensibility 

that almost mocks the modernist vision of the artist as genius.'* 

Like the conductor of an orchestra comprised of art objects and events rather 

than instruments, images of Klein as he enacted performances, erovolnearclecrem oll elie 

happenings, or worked in his studio consistently cast him as the master of ceremo- 

nies.’ Yet, like Beuys and Pollock, Klein remains an elusive character. The photo- 

graphs depicting his outlandish, “Korny,”'® and at times audacious charisma reveal 

more about the showman’s guise and diversions—always deflecting attention, 

hiding any hint of the artist’s hand. With each camera-savvy pose, Klein is simulta- 

neously the artist as genius, the dandy as artist, magician as conductor, embracing 

and manipulating his own mythic persona. 

ANDRIA HICKEY 





WITH ADRIANO PARISOT, PIERRE RESTANY, ADA PARISOT, LUTKA PINK, AND CLAUDE BELLEGARDE 

AT THE EXHIBITION YVES KLEIN: PROPOSTE MONOCROME, EPOCA BLU [YVES KLEIN: MONOCHROME 

PROPOSITIONS, BLUE EPOCH] AT GALLERIA APOLLINAIRE, MILAN, JANUARY 2, 1997 

YVES KLEIN: PROPOSTE MONOCROME, EPOCA BLU 

[YVES KLEIN; MONOCHROME PROPOSITIONS, BLUE EPOCH] 
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STUDIO PORTRAITS WITH A MONOCHROME PAINTING TAKEN AT STUDIO WILLY MAYWALD, 

10, RUE DE LA GRANDE-CHAUMIERE, PARIS, 1956 
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: MONOCHROME PROPOSITIONS, , EPOCA BLU [YVES KLEIN PROPOSTE MONOCROME YVES KLEIN 

MILAN, JANUARY 2, 1957 , BLUE EPOCH] AT GALLERIA APOLLINAIRE 

ANDRIA HICKEY 302 



S461 
“9 

“SIUVd 
‘
T
I
V
d
S
V
U
 

“Gd 
‘
A
Y
I
N
A
D
 

S
I
S
I
L
U
V
 
G
N
V
 
S
I
N
I
G
A
L
S
 
N
V
O
I
M
A
W
Y
 
J
H
 

LV 
Y
A
N
L
Y
V
d
 
O
G
N
L
 

V 
H
L
I
A
 



aay, 

spo atom onsen see 
eat 

ISN A
T
O
R
 

A
A
I
 

M
E
L
T
 
L
E
I
 

eee. 
w
a
i
t
e
 

W
I
T
H
 

C
I
-
G
i
T
 
L
’
E
S
P
A
C
E
 

[
H
E
R
E
 

LIES 
S
P
A
C
E
]
,
 

1960, 
AT 

THE 
E
X
H
I
B
I
T
I
O
N
 

Y
V
E
S
 

KLEIN: 
M
O
N
O
C
H
R
O
M
E
 

U
N
D
 
F
E
U
E
R
 

[
Y
V
E
S
 

KLEIN: 
M
O
N
O
C
H
R
O
M
E
 

A
N
D
 

FIRE], 

M
U
S
E
U
M
 

H
A
U
S
 
L
A
N
G
E
,
 

K
R
E
F
E
L
D
,
 
J
A
N
U
A
R
Y
 

1961 



DURING THE INSTALLATION OF HIS WORKS IN THE GELSENKIRCHEN 

OPERA HOUSE, 1959 
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OBJECT AND PERFORMANCE 

Klein’s interest in documenting his gallery openings, public performances, and 

happenings increased as his career progressed.'” The artist’s attention to the 
record of his work positioned photography not merely as a vehicle for popular 
dissemination, but also as an integral part of his project as a whole. The images of 

his first intangible work, La Spécialisation de la sensibilité a l’état de matiére 

premiére en sensibilité picturale stabilisée [ The Specialization of Sensibility in 

the Raw Material State of Stabilized Pictorial Sensibility], also known as Le vide 

[ The Void], at Galerie Iris Clert on April 28, 1958, demonstrate a new interdepen- 

dence between Klein's actions and their documentation. For this exhibition, Klein 

infamously invited the public to experience “immaterial sensibility” by removing 

everything from the gallery, veiling the entrance to the space in blue fabric, and 

serving cocktails infused with methylene blue, which literally turned the audience's 

urine blue, to spread the “Blue Revolution” throughout all of Paris. Images of Klein 
removing the paintings from the wall, the mise-en-scéne of the opening, and, later, 

of the artist in the empty, white gallery remain the only tangible traces of Klein's 

first public attempt to overcome the material limitations of the art object and 
provide viewers with a direct encounter with the invisible “radiance” of “pictorial 
sensibility.”'® Despite the dematerialized nature of his efforts, Klein's reliance on 

photography to render these intangible events and phenomenological experiences 
real for future audiences grounded the conceptual nature of his gestures. 

On the occasion of the sale of the Zone de sensibilité picturale immatérielle 

[Zone of Immaterial Pictorial Sensibility] at the Pont au Double in Paris in 1962, 

photography again played an important role in circulating the ambitions of Klein's 
fleeting, abstract project. For this ongoing work, Klein invited collectors to pur- 

chase a zone of immaterial pictorial sensibility of indeterminate dimension for a 

sum of gold. In exchange, collectors were given an original receipt, which they 

were instructed to burn, while Klein threw the gold he received for the work into 

the Seine. The ritual sale of immaterial sensibility and the subsequent burning of 
the receipts for these artworks were captured on film. With the exception of a few 
receipts that were saved by individuals, these images constitute the only record 

of this work. Yet for Klein, and many conceptual artists after him, the photographs 
created a new kind of tension between an event, or action, the ephemeral piece it 

Podmore [UKexere Pmrclae Md avem eae] coved] al (oma-rexel ce m-toe- Mele lare mole) (ce ml AMES 
This tension is more apparent in the images of Klein’s Anthropometry perfor- 

mances. As Kristine Stiles has observed, in this case, the relationship between the 

photographic historical record, the transience of the actual event, and the residue 

of performance in the paintings destabilized the hierarchy of objecthood.'? The 
most iconic images of Klein’s happenings were taken during the March 9, 1960 

Anthropometry performance at the Galerie internationale d’art contemporain in 

Paris. The event itself was highly staged: before an invited audience of art aficio- 
nados, the artist, dressed in his signature tuxedo and white gloves, orchestrated 

the proceedings. At his signal, a string ensemble, seated in front of the audience, 

played his Symphonie Monoton-Silence [Monotone-Silence Symphony], in which 

a single note was sustained for twenty minutes, followed by an equal period of 
silence. Another signal from Klein summoned into the room nude female models 

carrying pails of International Klein Blue (IKB) paint. The artist directed the models | 
to paint their bodies and then press themselves against large sheets of paper in 
specified poses or drag one another across sheets laid on the floor.” 

Curiously, the event, titled Anthropométries de l'epoque bleue [Anthropome- 
tries of the Blue Epoch], was closed to the press. The images that remain were tak- 
en by professional photographers hired by Klein and the gallery, specifically Harry: 
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Shunk, Charles Wilp, and Agence ID Ys) lantelsran als photographs emphasize Klein’s role 

as a conductor, capturing his direction of the live orchestra, his instructive gestures 

to the crowd, and the carefully choreographed actions of the models. The pictures 

also frame the mise-en-scéne—the manipulations of the audience, orchestra, artist, 

models, and the resulting imprints of the Anthropometry paintings. 

The relationship between the arranged images taken of the performance and 

the event itself is one of complex interdependence, especially when, as in iuatemerslsis 

of Anthropometries, the paintings themselves are objects imprinted with the ref- 

erents of a transient event. The unfolding performance of the Anthropometries is 

as much the “real” artwork as the painted canvas that resulted, making the photo- 

graphs of the event fundamental to our understanding of the final object. In addi- 

tion, the photographs themselves further destabilize the hegemonic position of the 

painting by shifting the vehicle of representation from painting to photography,’! 

in Stiles’ words, the “photographs materialized (as image) the contiguity between 

action and its object.”?” 
Klein’s contribution to this shift in medium utilized photography’s ability to 

document the artist’s intentions as well as the lived experience of the actual event. 

In his text “Overcoming the Problematics of Art,” Klein described his position as 

one of a conductor, removed from the work of applying paint to canvas, alismarelale rs 

clean: 

It was the flesh itself that applied the color to the canvas, under my direction, 

with a perfect precision, allowing me to remain constantly at an exact dis- 

tance “x” from my canvas and thus continue to dominate my creation during 

the entire executions. 

That way my hands stayed clean, and | no longer dirtied myself with 

paint, not even the tips of my fingers.... And | was in a position to show myself 

worthy of it by welcoming the work into the tangible world in a fitting manner 

wearing a tuxedo.”’ 

However, as Alexander Miiller has observed, these photographs reveal an im- 

portant discrepancy.”* In one series of images, the action is calculated: Klein poses 
as the supervisor of a highly ritualized action, clad in his formal gloves, not touching 
the model. The final image of the artist is taken from a distance, presenting him 

at a significant remove from the creation of the art object. However, in a second 

series of photographs, which feature the same painting, 4 (eliameclare maatsmantere(s)irelas 

engrossed in the process of printing, the artist with his sleeves rolled up, smearing 

paint on the model and physically positioning her body on the canvas. 

What precipitated these two records? While the actual production of the 

artwork was documented, Klein re-staged the event to produce an idealized 

representation of his creative process. Photography allowed Klein to create a new 
space between the actual and what he believed was the essence of the work.?? 

In allowing the photographers to document both the actual and the ideal, the dis- 

crepancy between the rehearsal images and the final production became part 

of Klein’s overall project. As with other photo-based works, specifically Le Saut 
dans le vide [Leap into the Void], 1960, Klein's desire to reveal his showmanship 

represents a unification of his thinking, creating tangible connections between 

concept, action, and the representation of an immaterial artwork.?° 
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TRANSFERS OF A ZONE DE SENSIBILITE 

PICTURALE IMMATERIELLE 

[ZONE OF IMMATERIAL PICTORIAL 

SENSIBILITY] TO DINO BUZZATI 

AND MICHAEL BLANKFORT, 

PONT AU DOUBLE, PARIS, JANUARY 26 AND 

FEBRUARY 10, 1962 



SCULPTURE AEROSTATIQUE [AEROSTATIC SCULPTURE], ALSO. KNOWN AS VERNISSAGE EPOQUE BLEUE [OPENING OF THE BLUE EPOCH], FOR WHICH 

KLEIN RELEASED 1,001 WHITE BALLOONS, OR “AIR SCULPTURES,” IN FRONT OF GALERIE IRIS CLERT, PARIS, MAY 10, 1997 

311 



312 

CONDUCTING THE ORCHESTRA AND “LIVING BRUSHES” (TOP) AND SPECTATORS 

(BOTTOM) AT THE PERFORMANCE OF ANTHROPOMETRIES DE L’EPOQUE BLEUE 

[ANTHROPOMETRIES OF THE BLUE EPOCH] AT GALERIE INTERNATIONALE D’ART 

CONTEMPORAIN, PARIS, MARCH 9, 1960 

ANDRIA HICKEY 
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CREATING UNTITLED ANTHROPOMETRY [ANT 1737] WITH MODEL ELENA PALUMBO AT HIS APARTMENT, 

14, RUE CAMPAGNE-PREMIERE, PARIS, 1960 ; 
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MAKING A COSMOGONY ON THE BANKS OF THE LOUP, CAGNES-SUR-—MER, JUNE 23, 1960 

» 
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CI-GiT L’ESPACE [HERE LIES SPACE] [RP 3], 1960, IN KLEIN’S APARTMENT, 14, RUE CAMPAGNE-PREMIERE, PARIS, c. 1960 
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MAGIC 

IMAGINATION IS THE VEHICLE OF SENSIBILITY! TRANSPORTED BY 

(EFFECTIVE) IMAGINATION WE ATTAIN LIFE, THAT VERY LIFE WHICH IS 

ABSOLUTE ART ITSELF. —YVES KLEIN”’ 

CONCEPTUAL ARTISTS ARE MYSTICS RATHER THAN RATIONALISTS. THEY 

LEAP TO CONCLUSIONS THAT LOGIC CANNOT REACH.... SINCE NO 

FORM IS INTRINSICALLY SUPERIOR TO ANOTHER, THE ARTIST MAY USE 

ANY FORM, FROM AN EXPRESSION OF WORDS (WRITTEN OR SPOKEN) 

TO PHYSICAL REALITY, EQUALLY. —SOL LEWITT”® 

Collaborating with photographers like Charles Wilp, Harry Shunk, and Milton 

Toscas, Klein staged a number of pictures that transformed photography from 

pragmatic documentation into conceptual art. The photographers who worked 

with Klein used rudimentary photographic manipulation techniques or iuateyleatere)| 

deception to produce images that could “document” impossible or improbable 

feats of aesthetic experience and transcend the materiality of the object. In one 

series of photographs, Klein stares at his blue globe sculpture and appears, simply 

through the intensity of his gaze, to cause it to levitate. In another, the artist seems 

to be cupping a large blue flame in the palm of his hand. While these images 

“document” specific performative gestures, the obvious technical manipulation 

suggests that these photographs exist independently of the action. An actual docu- 

mentary photograph of the performance would reveal the impossibility of the ac- 

tion supposedly captured in real life. Where both the pose and the film have been 

manipulated, the performance is no longer the referent. Instead, the image refers 

only to itself. For Klein, years before conceptual artist Robert Barry would take a 

picture of an invisible gas released into a landscape, photography would substanti- 

ate the authenticity of his conceptual project by revealing what he believed to be 

the essence of his creative process and its fundamental relationship to the intan- 

gible aesthetic experience.”” 

The image of Klein’s famous Le Saut dans le vide is perhaps the most well- 

known representation of Klein’s photographic endeavors. For this work, the artist 

documented his “practical demonstration of levitation” by leaping from the roof 

ledge of a pavilion at 3, rue Gentil Bernard, in the Paris suburb of Fontenay-aux- 

Roses. One of the most iconic images to expand the boundaries between perfor- 

mance, documentation, and art object, Klein's leap “disrupted the standard circuits 

of the reception of both photography as art and the traditional object of sculpture 

by surreptitiously inserting itself into the flow of consumer print culture.””° 

Klein published this image on the front page of his faux newspaper, Dimanche, 

which included, among other things, an article titled “A Man in Space!”’! In this 

text, Klein stated that the painter of space “must go there on his strength, using 

an autonomous individual force; in short, he must be capable of levitation.”*” 

Thus, the artist sought to represent a reality that was, to him, essentially true, 

even though it was not actually true; for example, the safety net and team of judo 

students Klein organized to protect himself when landing is not visible in this im- 

age. However, by publishing two versions of the image, one with a bicycle in the 

background, Klein provided his audience with a clue to the illusory qualities of the 

image itself.”? Klein never acknowledged the manipulation of the picture. Accord- — 

ing to accounts from his champion, the French art critic Pierre Restany, his 

collaborator, Bernadette Allain, and his wife, Rotraut, the artist had, a year revaalteln 

successfully accomplished this feat, incurring only a mild injury to his shoulder. 

However, Allain was the only eyewitness to this event. Thomas McEvilley recounts 
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interviews with Rotraut, Restany, Claude Parent, and Jean Tinguely, all of whom 

describe Klein's dedication, or, more accurately, his “fixation” and “obsession” with 

proving that he was capable of making such a leap unassisted.”* For his achieve- 

ment to be recognized by the art world and the broader public, Klein was forced 

to restage the leap; he worked with a team of photographers and rexevaceannexe MALES 

jump several times in order to achieve “the desired transcendent expression on his 

face.” 

The images of Klein’s leap into thin air manifest the artist most as magician, 

arms spread, commanding both metaphysical and natural worlds. As Sidra Stich 

has noted: 

It is a photograph that suggests superhuman aeronautic power, though it also 
conveys the image of someone who has put his life at risk to prove the irre- 

pressible idea that humans can fly. Thus, as typical of most of Klein's art, it’s 

not only an image with a mystical, awesome component but also an endeavor 

that is hyperbolic and precocious.”° 

As with his paintings and sculpture, the photographs of Klein’s encounters with the 

immaterial testify to the expansive possibilities and synergy between the environ- 

ment and the immaterial aesthetic experience. Yet unlike his paintings and sculp- 

tural works, the implicit fakery of the “documentation” of his leap and other feats 

invites imagination. By constructing images that depict something as if it were real, 

Klein’s visionary ideas did indeed become a reality, simply by demonstrating the 

possibility of their reality. The charismatic, idyllic vision of photography’s ability to 
capture the invisible and impossible lay at the heart of Klein’s highest intention for 

his art—to make the imaginable possible. 
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WITH GLOBE TERRESTRE BLEUE [BLUE GLOBE] [RP 7], 1957, AT HIS APARTMENT, 14, RUE CAMPAGNE- PREMIERE, PARIS, c. 1960 
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WITH HIS PARENTS, MARIE RAYMOND AND FRED KLEIN, BERNADETTE ALLAIN, AND OTHER GUESTS AT THE EXHIBITION 

YVES KLEIN: PROPOSITIONS MONOCHROMES [YVES KLEIN: MONOCHROME PROPOSITIONS], GALERIE COLETTE ALLENDY, MAY 1957 
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WITH MURDE FEU [WALL OF FIRE], 1961, AT MUSEUM HAUS LANGE, KREFELD, 1961 
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YVES KLEIN; MONOCHROME UND FEUER [YVES KLEIN: MONOCHROME AND FIRE] AT MUSEUM HAUS LANGE, KREFELD, 1961 
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DISTRIBUTION OF DIMANCHE AT NEWSSTANDS THROUGHOUT PARIS, NOVEMBER 27, 1960 
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LE SAUT DANS LE VIDE [LEAP INTO THE VOID] AT 5, RUE GENTIL-BERNARD, FONTENAY-AUX-ROSES, OCTOBER 1960 
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NOTES 

1 

See page 51 of this book for an 

image of this handwritten note. 

2 

Yves Klein, “The Evolution of 

Art Towards the Immaterial: 

Lecture at the Sorbonne, 3 

June 1959,” in Overcoming 
the Problematics of Art: The 

Writings of Yves Klein, ed. and 
trans. Klaus Ottmann (Putnam, 

CT: Spring Publications, 2007) 

[hereinafter YKW]. 

3 

Several of the photographers, 

such as Harry Shunk and Janos 
Kender, became well known 

for documenting the work of 

many artists. Others became 

recognized artists in their 

own right, including Charles 

Wilp, who was later known 

for his eccentric interest in 

aerospace and was often 

referred to as “the man in 

space.” Wilp’s interest, likely 

spurred on by his work with 
Klein, inspired his provocative 

and controversial 1968 Paris 

advertising campaign for the 

soft drink Afri-Cola. 
4 

Kaira Cabanas’ recent article 

on Klein’s photographic 

self-representation explores 
Klein's interest in “playing a 
role” and identifies Klein's 

ability to “multiply” into many 
roles, from judoka to Knight, 

magician iromerolare(U(ei cel among 

others. “Effets d’identité,” 

in Le demi-siécle de Pierre 

Restany (2009). 

7 

Yves Klein, “Some Excerpts 

from My Journal,” in YKW, 14. 

6 

In the press, Klein was often 

referred to by this phrase; see, 

for example, Art International 

(Steyprcernnl exeryA@lecolercrmm kehsts) b 
if 

See Rita Cusimano,”Les 

albums de presse d’Yves 

Klein, la rumeur publique sur 

l'artist,” in Yves Klein: Corps, 

couleur, immatériel, exhibition 

catalogue (Paris: Centre 

Pompidou, 2006). 

8 

See Thomas McEvilley, 
“Yves Klein: Conquistador 

of the Void,” in Yves Klein, 

1928-1962, a Retrospective, 

exhibition catalogue (Houston 

Tate MD Ceawan Cola a LETSIULCUL Com Colm UAT=) 

Arts, Rice University and The 

Arts Publisher, 1982), 55; and 

Cusimano, “Les albums de 

presse d’Yves Klein.” 
9 

Rita Cusimano suggests 

that Klein used the negative 

criticism of his early work 

to his advantage, carefully 
analyzing the press response 

to his work, which was often 

rTrevaltem-Tare MiUli moyae (oXtL ol em ce) 

create his own ambivalent 

mythology, continuing to act 

as both genius and charlatan 

throughout his career. 

Cusimano, “Les albums de 

presse d’Yves Klein.” 

Ke) 

Some of the most spectacular 

photographs of these 

audacious stunts include those 

of the opening of Sculpture 
Aerostatique at Galerie Iris 

Clert on May 10, 1957 that 

depict Klein’s 1,001 white 

balloons, which the artist 

called air sculptures, released 

on the streets of Paris. Klein's 

writings about the proposal 
for another project reveal 
the importance he placed on 
the creation of spectacle at 

rdptesemenievalecrmaeme (excera] oxeve Ma ATc) 

necessity of publicity (“two 

large posters are planned”), 
the presence of Republican 
Guards (“in formal presidential 
dress...to bestow upon the 

exhibition the official character 

| aspire”), private guards 

(“trained in riot control”), and 

the illumination of the Obelisk 

Pla datem ma tloceme (om Fem Oxelaerel nee) 

in Blue (“in a monumental 

movement of affective 

imagination”). See Yves Klein, 

“Overcoming the Problematics 

of Art,” in YKW, 48-56. 
1] 

See page 166 of this book for a 

translation of the first page of 

Klein’s screenplay for Mondo 

Cane. 
12 

See, for example, Fred Orton 

and Griselda Pollock, “Jackson 

Pollock, and the Myth of 

Photography,” Art History 6, 

no. 1 (March 1983): 117. 
13 

Amelia Jones, “‘Clothes Make 

the Man’: The Male Artist as a 

Performative Function,” Oxford 

Art Journal 18, no. 2 (1995): 
25. Klein also discussed his 

thoughts on Delacroix and Van 

Gogh in speeches and various 

essays. 

14 

In his essay “Conquistador of 

the Void,” Thomas McEvilley 

discusses Klein’s discovery in 

1956 of Delacroix’s journals, 

which remained the artist's 

bedside book for the rest of his 

life; Klein wrote in his journal 
that Delacroix sought the total 

expression of himself in and by 
color (45). McEvilley suggests 

that Klein saw Delacroix and 

Van Gogh as precursors to 

himself (46), and Klein's other 
writing on Delacroix and Van 

Gogh suggests that his interest 

Tame avetna mercial cetnexe Medi mYUaT-l eile 

perceived to be their human yet 

spiritual commitment to color 

and the alchemy of painting 
(25). See also Yves Klein, 
“Selections from ‘Dimanche’: 

The War,” in YKW, 117-134. 

12 

Paul Schimmel notes that 

“Klein repositioned the artist 

as a conductor whose role was 

to orchestrate and compose 

Tuaremiae (hate (Ural MWA nore} 

make his paintings for him.” 
Schimmel, “Leap into the 

Void: Performance and the 

Object,” in Out of Actions: 
Between Performance and the 

Object 1949-1979, exhibition 

catalogue (Los Angeles: The 
Museum of Contemporary Art, 

1998), 33. 

i) 

In his text “Le Mauvais-Gout,” 

Klein defends the idea of 

“korny” and “kitsch” and 

explores its association with 

bad taste. See page 208 of 

this book for a translation of 

this text. 

17 

Klein’s friends and colleagues, 

among them Bernadette 

Alain, Claude Pascal, and Jean 

Tinguely, have all noted his 

fervent production towards 

the end of his life and his 

increasing concern with his 

own renown in the avant-garde 

community. See McEvilley, 

“Conquistador of the Void,” 

64-65. 

18 

Klein, “Overcoming the 

Problematics of Art,” in YKW, 
48. i 

19 

See Kristine Stiles, 

id Ol avexoaa tl ol Ccxe [e) eas 0 

7X0) 

Thomas McEvilley, “Yves 

Klein: Messenger of the Age 

of Space,” Artforum XX, 

no. 5 (January 1982): 45. 
In his article “Paris Letter: 

Nouveaux,” Alexander 

Watt asserts that Klein's 

MAN, MYTH, AND MAGIC: YVES KLEIN AND PHOTOGRAPHY 

technique for making the 

Anthropometries “was 

inspired by the imprint made 

on powdery white floors by 

sweaty, fallen judo wrestlers.” 

Artin America 49 (1961): 108. 
21 

Stiles, “Uncorrupted Joy: 

International Art Actions,” 290. 

22 

Ibid. 

23 

Yves Klein, “Truth Becomes 

Reality,” in YKW, 186-87. 

24 

wm hvewalUl aptoymitcmiare (clon cexe mee) 

Alexander Miiller for this 

observation in “Yves Klein 

et la photographie,” in 

Yves Klein: Corps, couleur, 

immatériel. 

25 

See Nan Rosenthal, “Assisted 

Levitation: The Art of Yves 

Klein,” in Yves Klein, 1928- 

1962, a Retrospective. 

26 

Miiller, “Yves Klein et la 

photographie,” 253. 

27 

Yves Klein, “Chelsea Hotel 

Manifesto,” in YKW, 199. 
28 

Sol LeWitt, “Sentences on 

Conceptual Art,” in 0-9 

(1969) and Art-Language 

(OVEN al ielels) B 

29 

In her essay on conceptual 

photography, Darsie Alexander 

suggests that “when perfor- 

mance and conceptual artists 

of the 1960s picked up the 
camera and used it as a 

pragmatic tool to document 

their works for posterity, they 
highlighted aspects of the 
medium that simultaneously 

reasserted its complexity 

and altered its history.” 

See Alexander, “Reluctant 

Witness: Photography and 
the Documentation of 1960's 

and 1970's Art,” in Work 

Ethic, eds. Helen Molesworth, 
Darsie Alexander, and Chris 

Gilbert, exhibition catalogue 

(University Park, PA: 

Pennsylvania State University 

Press, 2003), 53. 

10) 

Douglas Fogle, “The Last 

Picture Show,” in The Last 

Picture Show: Artists Using 

Photography 1960-1982, 
exhibition catalogue 

(Minneapolis: Walker Art 

Center, 2003), 10. 

31 

Klein, “Selections from 

‘Dimanche,” in YKW, 106. 

32 

Ibid. 
33 

Just six weeks after 
distributing Dimanche, Klein 

reproduced the photograph 
of his leap again in Yves Klein: 

Monochrome und Feur, the 
catalogue of his retrospective 

exhibition at Museum Haus 

Lange in Krefeld, which 

opened on January 14, 1961. 

This image is virtually the 

same as the one published 

in Dimanche, except that in 

the Krefeld photograph, the 

man riding a bicycle, visible 

in the background, has been 

removed, revealing that 

the photograph is, in fact, a 

photomontage. See Rosenthal, 

ists cave en 214001) el 

34 

McEvilley, “Conquistador of 

the Void,” 64-65. 

39 

Amelia Jones, “Displaying the 

Phallus: Male Artists Perform 

Their Masculinities,” Art 
History 17, no. 4 (1994): 554. 

20) 

Yves Klein, ed. Sidra Stich, 

exhibition catalogue (London: 
Hayward Gallery, 1995), 220. 
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CHRONOLOGY 

1928 

Yves Klein was born on April 28 in Nice, France, to 

Fred Klein, a Dutch-Indonesian figurative painter and 

art dealer, and Marie Raymond, a successful abstract 

painter who had studied at the Ecole de Paris. 
His parents moved to Paris when Klein was several 

months old, leaving him in the care of his aunt, 

Rose Raymond, with whom he maintained a close 

relationship throughout his life. Klein’s childhood was 

divided between living with his grandparents in Nice 

and his parents in Paris. 

1939-43 

After the outbreak of World War II, Klein’s parents 

became leading figures in a tight-knit artistic 

community in Cagnes-sur-Mer, situated in the non- 

occupied zone, which included painters such as Hans 

Hartung and Nicolas de Staél. 

1945-46 

Klein attended the Ecole du Génuie Civil in Paris for 

a year, but after failing the first baccalaureate exam, 

which rendered him ineligible for the Merchant 

Marine Academy, he never again formally enrolled 

in an academic institution. He worked for a time at 

a bookstore, and during this period he made his first 

attempts at painting. 

1947 

Klein enrolled in judo classes at the police head- 
quarters in Nice, where he met his lifelong friends 

Claude Pascal and Armand Fernandez, later known 

as Arman. Judo’s attention to the balance between 
body and mind had a lasting influence on Klein. 

The artist made his first monotype imprints 

showing his fellow judokas’ hands on wrestling mats. 

At Klein’s suggestion, he, Pascal, and Arman painted 

the Fernandezes’ basement with blue handprints. 

He composed the Symphonie Monoton-Silence 
[Monotone-Silence Symphony], which consisted of a 

single tone sustained for twenty minutes, followed by 

twenty minutes of silence. 

That summer, on the beach in Nice, Klein, 

Pascal, and Arman decided to “divide the 

world” among themselves. Klein chose the sky 

and its infinity. 

At the end of this year, the artist discovered Max 

Heindl’s The Rosicrucian Cosmo-Conception. 

1948 

On June 18, Klein and Pascal became long- 

distance members of the Rosicrucian Fellowship in 

Oceanside, California, as the artist was attracted to 

the fundamental ideas of this philosophy, such as the 

notion that space equals spirit and life. 

In the fall, Klein hitchhiked through Italy before 
beginning military service at a French camp near 
Lake Constance, Germany, in November. 

1949-50 

After being discharged from the army in October 

1949, Klein moved with Pascal to London, where he 

worked with gilder and frame-maker Robert Savage. 

The artist exhibited small, rectangular monochrome 

pastels on paper and cardboard in his apartment for 

a group of friends. 

Klein and Pascal spent the summer working 

at Jockey Hall, an equestrian club in Ireland, and 
the artist took horseback riding lessons with the 

intention of riding in Japan. Pascal mentioned in 
his journal that Klein was drawing and painting in 

watercolors during this time. 

eat 

Klein studied Spanish in Nice and traveled 

throughout Italy and Spain. 

1952-53 

The artist traveled to Japan, where he lived for 

fifteen months. During his stay, he earned a black 
belt in judo from the Kédékan Institute in Tokyo, 

the country’s most prestigious judo center. He also 
wrote a book on judo, hoping to introduce Europe to 
the mindset and techniques of the practice. He gave 

French lessons to American and Japanese students. 

Klein invited friends to see a series of his small 

monochrome paintings on paper or cardboard 

installed in his Tokyo apartment. The artist also 
organized an exhibition of his parents’ work, Marie 

Raymond/Fred Klein, at the Institute Franco- 

Japonais, Kamakura Museum of Modern Art, and 

Bridgestone Gallery in Tokyo. 

In 1953, Klein canceled his affiliation with the 

Rosicrucian Society in Oceanside. 

1954 

Klein returned to Paris, where he was disappointed 

to find that his Japanese judo diploma was not 
recognized by the French Federation of Judo. He 
and Pascal moved to Madrid, where Klein worked as 

the technical supervisor and teacher at the Spanish 
Federation of Judo. 

In November, Klein published two booklets, 
Yves Peintures [Yves Paintings] and Haguenault 

Peintures, containing “plates” of his monochromes. 

His book Les Fondements du Judo [The Foundations 
of Judo] was released in November. 

Klein created a storyboard for a film titled 

La Guerre (de la ligne et de la couleur) ou (vers la 

proposition monochrome) [The War (of line and 

color) or (toward a monochrome proposition)], 

which was to explore the conflict between line and 
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color throughout the history of art. The film was 

never realized. The artist also created two small 

watercolors depicting a stage on which the curtains 

are drawn to reveal a monochrome. 

1999 

Klein moved back to Paris and opened a judo 
school, which he also used as a gallery and studio. 
His first exhibition of monochromes in a variety of 

colors, Yves: Peintures [Yves: Paintings], was held 

in October at the Club des Solitaires in the private 

showrooms of the Lacoste publishing house. It was 

here that the artist met critic Pierre Restany for the 

first time. 

1956 

Yves Klein: Propositions Monochromes [Yves Klein: 

Monochrome Propositions] was on view at Galerie 

Colette Allendy in Paris from February 21 to March 7. 

Pierre Restany wrote a provocative introductory text, 
“La Minute de Vérité” [The Minute of Truth], for the 

invitation card. At the gallery, the artist met Marcel 

Barillon de Murat, a Knight of Saint Sebastian, who 

invited him to join the order; Klein was inducted on 

March 11. 

That summer, Klein closed his judo studio 

because of financial difficulties and destroyed the 

monochromes that had hung there. While in Nice for 

a holiday, he decided to utilize a single color in his 

work; over the course of the year, he established the 

formula for an ultramarine hue he called International 

Klein Blue (IKB). 

In August, Klein participated in his first group 

exhibition, alongside such artists as Sam Francis, 

Hans Hartung, and Jean Tinguely, at the Festival d’Art 
d’Avant-Garde in Marseilles. 

1997 

Klein exhibited eleven identical blue monochromes 

in one room and several monochromes of 

different colors in another for Yves Klein: Proposte 

Monocrome, Epoca Blu [Yves Klein: Monochrome 

Propositions, Blue Epoch] at the Galleria Apollinaire 

in Milan, on view from January 2 to 12. Artists Piero 

Manzoni and Lucio Fontana attended the exhibition. 

Fontana purchased a blue monochrome and Count 

Giuseppe Panza di Biumo bought a red one. 

In March, Klein met architect Werner Ruhnau, 

who was impressed with the artist’s monochromes. 

Ruhnau encouraged him to enter a competition 

to decorate the Gelsenkirchen Opera House in 

Ruhr, Germany. 

Klein presented a double solo exhibition in 

Paris: Yves le monochrome [Yves the Monochrome] 
at the Galerie Iris Clert from May 10 to 25; and 

Pigments purs [Pure Pigments] at Galerie Colette 

Allendy from May 14 to 23. The invitation to the two 

shows included a text by Pierre Restany and a blue 
stamp made by the artist. At the Iris Clert opening, 

he released 1,001 blue balloons, which he called 

sculpture aérostatique [aerostatic sculpture], and a 
version of Symphonie Monoton-Silence recorded by 
Pierre Henry was played. 

x 

Klein exhibited Yves: Propositions 

monochromes [Yves: Monochrome Propositions] at 
Galerie Schmela, Dusseldorf, from May 31 to June 

23. For Monochrome Propositions of Yves 

Klein at Gallery One in London, on view from June 

24 to July 13, he displayed a sponge sculpture 
alongside the monochromes, creating an uproar in 

the press. Later that month, the artist participated in 
a public discussion with Restany at the Institute of 

Contemporary Art in London. 

While spending the summer in Nice, Klein met 

Rotraut Uecker, a young German woman who would 

become his studio assistant the following year and, 

later, his wife. 

In September, Klein signed the “Manifesto 

contro lo stile” [Manifesto Against Style] with 

Restany and Arman, shortly before his inclusion in 
the group exhibition Arte Nucleare [Nuclear Art] at 
Galeria San Fedele in Milan, on view from October 

12 to 30. 

“Nel blu dipinto di blu” [In the Blue Painted 

Blue], a song by Italian singer Domenico Modugno 

inspired by Klein’s monochromes, became a hit. 

1958 

Klein’s Gelsenkirchen proposal was approved 

in January, and he spent the winter developing a 
method to decorate the immense space with a series 

of four monumental IKB sponge reliefs and two 
massive IKB monochromes. 

In April, he conceived of the levitating tubes 

project and practiced different methods for 
illuminating the obelisk on Place de la Concorde with 

blue light. 

The opening of his show La Spécialisation de la 

sensibilité a l'état de matiére premiere en sensibilité 

picturale stabilisée [ The Specialization of Sensibility 
in the Raw Material State of Stabilized Pictorial 

Sensibility], often referred to as Le vide [The Void], 

at Galerie Iris Clert on April 28 was swarmed by 
some 2,500 guests; police and firemen were called 

to disperse the crowd. 
In May, Klein wrote his “Blue Revolution” 

manifestos and other texts included in Mon Livre [My 
Book], including a letter to President Eisenhower. 

On the evening of June 5, Klein first 

experimented with “living brushes” at the home of 
Robert Godet. (The term Anthropometry was coined 

by Pierre Restany in 1960.) 
That summer, the artist moved to 14 rue 

Campagne-Premiére in Montparnasse, where he 
would live for the rest of his life. 

In September, Klein made his first pilgrimage 

to the shrine of Saint Rita in Cascia, Italy, with his 

aunt, where he made a votive offering of an IKB 

monochrome. 

On November 17, the artist's joint exhibition 

with Jean Tinguely, Vitesse pure et stabilité 

monochrome [Pure Velocity and Monochrome 
Stability], opened at Galerie Iris Clert. 

ZERO group was founded in Dusseldorf by Otto 
Piene and Heinz Mack. 



1959 

Klein and Walter Ruhnau devised the notion of 

Architecture de I’air [Air Architecture] and discussed 
establishing a School for Sensibility. 

For the group show Vision in Motion, which 

opened on March 17 at the Hessenhuis in Antwerp, 
Klein stood in his designated gallery space and 

announced a statement he borrowed from Gaston 

Bachelard: “First there is nothing, then there is a 

deep nothing; then there is a blue depth.” He offered 

to sell a zone of immaterial pictorial sensibility for 
one kilo of gold. 

On April 14, he applied for patents for his air 

roof and levitating tubes. 

On June 3, Klein delivered a lecture at 
the Sorbonne titled “L’évolution de l'art vers 

l‘immatériel” [The Evolution of Art Toward 

the Immaterial]. 

Galerie Iris Clert exhibited Yves Klein: Bas- 

Reliefs dans une forét d’éponges [Yves Klein: 
Bas-Reliefs in a Forest of Sponges] from June 15 

to 30. Klein was also involved with several group 
exhibitions, such as Works in Three Dimensions 

at Leo Castelli Gallery in New York from October 
20 to November 7, which also included artists John 

Chamberlain, Jasper Johns, Louise Nevelson, and 

Robert Rauschenberg, and Dynamo 1 at Galerie 

Renate Boukes in Wiesbaden, Germany, from 

October 16 to November 22. Klein made his first 

sale of a zone of immaterial pictorial sensibility on 
November 18, to Peppino Palazzoli, on the banks of 

the Seine. 

On December 15, Klein attended the opening 

of the Gelsenkirchen Opera House. His book 
Le dépassement de la problématique de I’art 
[Overcoming the Problematics of Art] was published 
the same month. 

Klein also stopped teaching judo. 

1960 

From January 4 to February 1, Klein’s work was 
featured in the exhibition La nouvelle conception 

artistique [The New Artistic Concept], along 

with that of Kilian Breier, Enrico Castellani, Oskar 

Holweck, Heinz Mack, and Piero Manzoni, at 

Azimuth Gallery in Milan. He participated in the 
group show Antagonisme [Antagonism] at the Musée 

des Arts Décoratifs, Paris, in February. He exhibited 

two zones of immaterial pictorial sensibility and 
showed a monogold frémissant [quivering monogold] 

for the first time. 

Klein patented his “living brushes” technique. 

At the March 9 opening of Anthropométries de 

I‘6poque bleue [Anthropometries of the Blue Epoch] 

at Galerie internationale d’art contemporain in Paris, 

the Symphonie Monoton-Silence was performed 
and the “living brushes” performance was followed 

by a public discussion that included Pierre Restany 
and French Abstract Expressionist painter Georges 

Mathieu. 

That summer, Klein executed his first 

Cosmogony at Cagnes-sur-Mer. Klein's work, along 
with that of Arman, Raymond Hains, Fran¢ois 

Dufréne, Jacques Villeglé, and Jean Tinguely, was 
included in the group show Les Nouveaux Réalistes 

[The New Realists] at Galleria Apollinaire in April, 

for which Restany wrote the catalogue preface. 
Klein would have preferred that this art movement 

be called Le réalisme d‘aujourd ‘hui [| The Realism 
of Today]. 

IKB was patented on May 19. 
Klein first showed his trinity of colors—blue, 

gold, and pink—in the solo exhibition Yves Klein 

le monochrome [Yves Klein the monochrome] at 

Galerie Rive Droite in Paris from October 11 to 

November 13. 

Klein’s Le Saut dans le vide [Leap into the Void] 

was photographed on October 19 at number 3 rue 

Gentil-Bernard at Fontenay-aux-Roses. 

Arman, Dufréne, Hains, Tinguely, Villeglé, 

Martial Raysse, Daniel Spoerri, and Klein signed 

the founding manifesto of their artistic group, 

Nouveaux Réalistes, on October 27 in Klein’s 

apartment in Paris. On October 28, Arman, Hains, 

Restany, Tinguely, and Klein created a collective 
Anthropométrie suaire [Anthropometric Shroud]. 

Klein’s work was included in a group show for 

the second Festival d’art d‘avant-garde at the Palais 

des expositions de la Porte de Versailles in Paris 
from November 18 to December 15; he exhibited 

the Anthropométrie suaire as well as Ci-git l/Espace 
[Here Lies Space], although both works were 

vandalized. Klein’s faux newspaper, Dimanche (le 

journal d’un seul jour) [Sunday (The Newspaper 
of a Single Day)], was issued on November 27 

in conjunction with the festival. The cover was a 

photomontage by Harry Shunk and Janos Kender of 
Klein's leap into the void. The publication was sold at 
newsstands throughout Paris, and a press conference 

was held at Galerie Rive Droite. 

1961 

Klein worked closely with Paul Wember, the director 

of Museum Haus Lange in Krefeld, Germany, to 

organize the retrospective Yves Klein: Monochrome 

und Feuer [Yves Klein: Monochrome and Fire], on 

view from January 14 to February 26. 
In March, he held his first Fire Painting session 

at the Centre d’Essais du Gaz de France testing 

center in Paris. 

Klein and Rotraut traveled to New York in late 

March for the exhibition Yves Klein le Monochrome 

[Yves Klein the Monochrome] at Leo Castelli Gallery 
from April 11 to 29. Klein wrote the “Manifeste de 

I‘hdtel Chelsea” [Chelsea Hotel Manifesto] during his 

stay there. 

The group exhibition A 40° au dessus de Dada 
[40 Degrees Above Dada], organized by Pierre 
Restany, was exhibited at Galerie } in Paris from May 

17 to June 10. Restany drafted a second manifesto, 

equating the Nouveaux Réalistes with the legacy of 
Dada; Klein vehemently objected to this correlation, 

and, on October 8, Klein, Martial Raysse, and 

Raymond Hains declared the group defunct. 
Yves Klein le Monochrome [Yves Klein the 

Monochrome], on view at Dwan Gallery in Los 

337 
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Angeles from May 29 to June 24, was the first public 
exhibition of a monogold sponge relief. In late June, 

Rotraut and Klein returned to France. His work 

was featured in several group shows, including, in 

July, Le Nouveau Réalisme a Paris et a New York 
[The New Realism of Paris and New York], at Galerie 

Rive Droite in Paris, which also included Arman, 

Lee Bontecou, César, John Chamberlain, Chryssa, 
Raymond Hains, Jasper Johns, Robert Rauschenberg, 

Niki de Saint-Phalle, Richard Stankieqicz, and 

Jean Tinguely. 
On July 12, Klein signed a contract to be 

featured in Gualtiero Jacopetti’s film Mondo Cane; 
the Anthropometry sequences were shot July 17 
and 18. 

Klein conducted his last Fire Painting session at 

Gaz de France on July 19 because, upon learning 

that Klein was using naked models, the center's 

director withdrew permission for future experiments. 

The artist spent the rest of the summer 
vacationing in Nice with Rotraut. Together, they 
made a third pilgrimage to Cascia, leaving a votive 

offering in a clear plastic box containing blue and 
pink pigment, gold leaf, small gold ingots, anda 

handwritten prayer to Saint Rita. 
The retrospective Yves Klein le Monochrome: 

il Nuovo Realismo del Colore [Yves Klein the 

Monochrome: The New Realism of Color], which 

included the first public viewing of Klein’s planetary 
reliefs, including Mars and Moon, opened at Galleria 

Apollinaire in Milan on November 21. 

1962 

Klein and Rotraut were married January 21 at the 
church of Saint-Nicolas-des-Champs in Paris, 

with the Knights of the Order of Saint Sebastian 

participating in full regalia. 
Klein made plaster casts of Arman, Martial 

Raysse, and Claude Pascal in February, with the 

intention of doing relief portraits of the Nouveaux 

Réalistes; only the sculpture of Arman was 
ever completed. 

On March 1, Klein executed Store poeme 

[Scroll Poem] at his home with Arman, Pascal, 

and Pierre Restany; the piece combined Klein’s 
Anthropometries, Arman’s Object Traces, a prose 

poem by Pascal, and a text by Restany. He exhibited 
the piece a week later in Antagonismes II: ‘Objet 
[Antagonisms II: Object] at the Musée des Arts 

Décoratifs in Paris, along with a scale model of 

Rocket pneumatique [Pneumatic Rocket] and 

two panels describing Architecture de l’air [Air 

Architecture], accompanied by a text by Restany. 

Klein attended the premiere at the Cannes Film 

Festival in France on May 12 of Mondo Cane, which 

he had not been permitted to view prior to the public 
screening. He was horrified to discover the way the 

film presented him. Later that evening, Klein suffered 

a heart attack. 

The artist attended the opening of the group 

exhibition Donner a voir [To Show] at Galerie Creuze 

in Paris on May 15, for which Restany had organized 

a hall of the works by the Nouveaux Réalistes, 

including Klein’s portrait relief of Arman. Here, Klein 

had another heart attack. 

Late in the afternoon on June 6, Klein died 
of a third heart attack. He was buried in the small 

cemetery at La Colle-sur-Loup, beside his mother 

and aunt, Marie and Rose Raymond, respectively 

His son, Yves, was born in Nice exactly two 
months later, on August 6. 
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Orange and Blue 

Monochrome 

(D 8), 1951 
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Monochrome 

1952 

Dry pigment and fixative on 

paper on cardboard 

5% x 84 in. 

(14.6 x 21.6 cm) 
Private Collection 

Page 83 

Untitled Yellow 

Monochrome 

eal952 

Dry pigment and fixative on 

paper on cardboard 
3 %e x 7 2 in. (9 x 19.1 cm) 

Private Collection 

Page 83 

Untitled Green 

Monochrome 

c. 1952 

Dry pigment and fixative on 

paper 

4 5h x 7 “As in. (11 x 17.9 cm) 

Private Collection 

Page 83 

Untitled Green 

Monochrome 

(M 5), c. 1954 

Dry pigment and fixative on 

paper on canvas 

Bay 16 X 15 3/, in. 

(57 x 40 cm) 

Private Collection 
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Page 88 

Untitled Yellow and Pink 

Monochrome 

(M 36), 1955 

Dry pigment and fixative on 

canvas 

22 Ae X 13 3h in. 

(56 x 34 cm) 

Private Collection 

Page 93 

Untitled Red Monochrome 

(M 38), 1955 

Dry pigment and synthetic 

resin on gauze on panel 

19 "Ae x 19 A6 in. 

(50 x 50 cm) 
Private Collection 

Page 88 

“Expression de l’univers 

de la couleur Mine 

orange” 

(M 60), 1955 

Dry pigment and synthetic 

resin on cardboard on panel 

37 °% x 89 in. 

(94.9 x 226.1 cm) 

Private Collection 

Pages 90-91 

Untitled Yellow 

Monochrome 

(M 84), 1955 

Dry pigment and synthetic 

resin on panel 

49 */6 x 49 2/6 x 3 %/ in. 

(125 x 125 x 8.5 cm) 

Private Collection 

Page 89 

Untitled Orange 

Monochrome 

(M 6), 1956 

Dry pigment and synthetic 

resin on canvas on panel 

22 he x 14 '/ in. 

(57 x 36.8 cm) 
Private Collection 

Page 93 

Untitled Yellow 

Monochrome 

(M 19), 1956 

Dry pigment and fixative on 

paper on panel 

8 Ae x6 5/6 in. 

(22 x 16 cm) 
Private Collection 

Page 93 

Untitled Pink 

Monochrome 

(M 49), 1956 

Dry pigment and synthetic 

resin on panel 

19 "Ae x 1x 1 in. 

(50 x 2.5 x 2.5 cm) 

Private Collection 

Page 97 

Untitled Green 

Monochrome 

(M 50), 1956 

Dry pigment and synthetic 

resin on panel 

19/6 x 1 x Lin. 

(50 x 2.5 x 2.5 cm) 

Private Collection 

Page 97 

Untitled Blue 

Monochrome 

(M 113), 1956 

Dry pigment and synthetic 
resin on panel 

19 "Ae x 1x 1 in. 

(50 x 2.5 x 2.5 cm) 

Private Collection 

Page 97 

Untitled Green 

Monochrome 

(M 35), 1957 

Dry pigment and synthetic 

resin on gauze on panel 

23% x 15 %/ in. 

(60 x 40 cm) 

Private Collection 

Page 94 

Untitled Black 

Monochrome 

(M 78), 1957 

Dry pigment and synthetic 

resin on gauze on panel 

12 x 23 Vin. 

(30.5 x 59.7 cm) 

Private Collection 

Page 94 

Untitled Red 

Monochrome 

(M 82), 1957 

Dry pigment and fixative on 

paper on cardboard 
13 x 23 % in. (33 x 60 cm) 

Private Collection 

Page 98 

Untitled White 

Monochrome 

(M 15), c. 1957 

Dry pigment and fixative on 

paper on canvas 

16 Acs x 25 %e in. 

(43 x 65 cm) 

Private Collection 

Page 101 

Untitled Monochrome 

(M 52), c. 1957 

Aluminum 

13 Us x 11 % in. 

(33.2 x 29.5 cm) 

Private Collection 

Page 100 

Untitled Pink 

Monochrome 

(D 27), c. 1959 

Crepe paper and paint 

7 ‘A x 6 *Ao in. (20 x 16 cm) 
Private Collection 

Page 99 

MONOPINKS 

Untitled Pink 

Monochrome 

(MP 30), 1955 

Dry pigment and synthetic 

resin on panel 

39 he x 25 5/h6 in. 

(100.2 x 64.3 cm) 

Private Collection 

Page 92 

Untitled Pink 

Monochrome 

(MP 8), 1956 

Dry pigment and synthetic 

resin on gauze on panel 

39 °% x 9 A/c in. 

(100 x 25 cm) 

Private Collection 

Page 92 

Untitled Pink 

Monochrome 

(MP 27), c. 1960 

Dry pigment and synthetic 

resin on fabric on panel 

ASS ISSA tine 

(40 x 35 cm) 

Private Collection 

Page 95 

Untitled Pink 

Monochrome 

(MP 19), c. 1962 

Dry pigment and synthetic 

resin on gauze on panel 

36 14 x 28 %% x 1 in. 

(92 x 72 x 2.5'cm) 

Private Collection 

Page 95 

IKB MONOCHROMES 

AND SCULPTURE 

Untitled Blue 

Monochrome 

(IKB 44), 1955 

Dry pigment and synthetic 

resin on gauze on panel 

15 °*A x 53 in. 

(40 x 135.9 cm) 
Private Collection 

Page 88 

Untitled Blue 

Monochrome 

(IKB 46), 1955 

Dry pigment and synthetic 

resin on gauze on panel 

26 x 18 '% x Ae in. 

(66 x 46 x 2 cm) 

Private Collection 

Page 125 

Untitled Blue 

Monochrome 

(IKB 104), 1956 

Dry pigment and synthetic 

resin on gauze on canvas 

on panel 

30 "Ae xX 22 Ae al in. 

(78 x 56 x 2.5 cm) 

Adolf-Luther-Stiftung, 

Krefeld 

Page 124 

Untitled Blue 

Monochrome 

(IKB 108), 1956 

Dry pigment and synthetic 

resin on canvas 

19 "6 x 19 Me in. 

(50 x 50 cm) 

Courtesy of The Armand 

P. Arman Revocable Trust, 

New York 

Page 124 

Paravent 

(IKB 62), 1957 

Dry pigment and synthetic 

resin on panels 

59 Ve x 137 "3/6 x 7% in. 

(150 x 350 x 2.2 cm) 

Private Collection 

Page 127 

Untitled Blue 

Monochrome 

(IKB 179), 1957 

Dry pigment and fixative on 

paper on cardboard 
11 “Ae x 25 3/6 in. 

(28.1 x 64 cm) 

Private Collection 

Page 98 
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Untitled Sculpture 
(S 1, 3, 4, 5), 1957 

Dry pigment and synthetic 

resin on cubes on plexiglass 

Each: 7 "Ac x 4 34x 3 %/ in. 

(19°5°< 12.1 x 9:5 em) 

Private Collection 

Page 123 

Untitled Blue 

Monochrome 

(IKB 74), 1958 

Dry pigment and synthetic 

resin on gauze on panel 

78 x 54 % in. 

(198.1 x 138.7 cm) 

San Francisco Museum of 

Modern Art, Gift of Phyllis 

Wattis 

Page 129 

IKB Godet 

1958 

Dry pigment and synthetic 

resin on gauze on panel 

59 "Ae x 77 "Ace in. 

(150 x 198 cm) 

Private Collection 

Page 134 

“Excavatrice de l’espace” 
(collaboration Tinguely- 

Klein) 

(S 13), 1958 

Dry pigment and synthetic 

resin on metal disk on 

electric motor with metal 

feet 

8 "As x 6 "A6 in. 

(21.7 x 17 cm) 

Private Collection 

Page 136 

Untitled Blue 

Monochrome 

(IKB 67), 1959 

Dry pigment and synthetic 

resin on gauze on panel 

36 1A x 28 °/ in. 

(92.1 x 73 cm) 

Private Collection 

Page 125 

Untitled Blue 

Monochrome 

(IKB 42), 1960 

Dry pigment and synthetic 

resin on gauze on panel 

78 *% x 60'4 x 1 in. 

(199 x 153 x 2.5 cm) 
The Menil Collection, 

Houston 

Page 128 
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Untitled 

(S 18), 1960 
Dry pigment and synthetic 

resin on metal stem on 

stone 

28 Acs x 13 Se x 14 Ac in. 

(73.5'< 35_x 37 cm) 

Private Collection 

Page 132 

California 

(IKB 66), 1961 

Dry pigment and synthetic 

resin on gauze on panel 

76 °%A x 165 °%% x 2 %% in. 

(195 x 420 x 6 cm) 

Private Collection 

Pages 130-31 

Pluie bleue 

(S 36), 1961 

Dry pigment and synthetic 

resin on wood dowels 

821A x 12 x 7 “Ace in. 

(208.9 x 30.5 x 18.9 cm) 

The Menil Collection, 

Houston, Gift of Daniel and 

Rotraut Moquay 

Page 133 

ZERO 3 (maquette pour la 
revue ZERO) 

(IKB 13), 1961 

Dry pigment and synthetic 

resin on paper on 

cardboard 

8 x 8 *% in. (20.3 x 21.3 cm) 

Private Collection 

Page 135 

Pigment pur bleu 

(PIG 1), 2010 (re-creation 

of 1957 and 1961 piece) 

Wood tray with dry pigment 

Dimensions variable 

Private Collection 

Page 126 

SPONGE 

RELIEFS 

Do-Do-Do 

(RE 16), 1960 

Dry pigment and synthetic 
resin on natural sponges 

and pebbles on panel 

78 3%, x 64 Ae x 7 "Ao in. 

(199.1 x 164.9 x 17.9 cm) 

Private Collection 

Page 139 

Untitled Blue Sponge 
Relief 

(RE 21), 1960 

Dry pigment and synthetic 

resin on natural sponges 

and pebbles on panel 

78 A x 64 °/ x 6 in. (198.8 x 

164.5 x 15.2 cm) 

Glenstone 

Page 137 

Le Rose du Bleu 

(RE 22), 1960 

Dry pigment and synthetic 

resin on natural sponges 

and pebbles on panel 

78 %% x 60 4 x 6 *Ac in. 

(199.1 x 153 x 16 cm) 

Private Collection 

Page 141 

Untitled Gold Sponge 
Relief 

(RE 47 Il), 1961 

Dry pigment and synthetic 

resin on natural sponges, 

gold leaf, and pebbles on 

panel 

17 Ao x 31 'Ax 2 "Ac in. 

(45.6 x 80 x 7.5 cm) 

Private Collection, 

Switzerland 

Page 140 

SPONGE 

SCULPTURE 

Untitled Blue Sponge 

Sculpture 
(SE 180), 1957 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem on stone 

441% x 15 *A x 15 */ in. 

(112.1 x 40 x 40 cm) 

San Francisco Museum of 

Modern Art, Bequest of 
Phyllis Wattis 

Page 145 

Untitled Coral Sculpture 
(SE 288), 1958 

Dry pigment and synthetic 

resin on natural coral 

12 4x12 4x5 % in. (31.1 

x 31.1 x 14.3 cm) 

HAP Collection 

Page 150 

Lecteur IIKB elegant 

(SE 173), 1959 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem on stone 

16 *A6 x 12 3/6 x 7 Ve in. 

(41.5 x 32.5 x 18 cm) 

Collection Kunstmuseen 

Krefeld 

Page 146 

Le veilleur 

(SE 174), 1959 
Dry pigment and synthetic 

resin on natural sponge on 

metal stem 

12 °% x 12 3/6 x 9 Ae in. 

(32.1 x 31 x 24 cm) 

Collection Kunstmuseen 

Krefeld 

Page 146 

Untitled Pink Sponge 

Sculpture 

(SE 206), 1959 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem on stone 

9%/ox 7x 4%in. 

(24.9 x 20 x 12.1 cm) 

Private Collection, Paris 

Page 147 

Untitled Blue Sponge 

Sculpture 
(SE 212), 1959 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem 

24 7As x 5 '% in. 

(62.1 x 13 cm) 

Private Collection 

Page 145 

Untitled Blue Sponge 
Sculpture 

(SE 284), 1959 

Dry pigment and synthetic 

resin on natural coral on 

metal stem on stone 

25 x 15 x 8 in. 

(63.5 x 38.1 x 20.3 cm) 

Private Collection 

Page 148 

Untitled Blue Sponge 
Sculpture 

(SE 21), c. 1960 

Dry pigment and synthetic 

resin on natural sponge 

13 °A x 11 "Ac x 4% in. 

(34.9 x 30 x 12.1 em) 
Private Collection 

Page 142 

Untitled Blue Sponge 

Sculpture 
(SE 89), c. 1960 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem on stone 

16 “se x Vf fs x 3 18/6 in. 

(42 x 20 x 10 cm) 

Private Collection 

Page 147 

Untitled Blue Sponge 
Sculpture 
(SE 165), c. 1960 
Dry pigment and synthetic 

resin on natural sponge on 
metal stem on metal 

TAx5'%x5 Kin. 

(20 x 13 x 13 cm) 

Courtesy of The Armand 
P. Arman Revocable Trust, 

New York 

Page 146 

Untitled Blue Sponge 
Sculpture 

(SE 218), c. 1960 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem on stone 

13 °%4x7V%x2%in. 

(34.9 x 22.5 x 6.7 cm) 

Courtesy L&M Arts, New 

York 

Page 147 

Untitled Blue Sponge 
Sculpture 
(SE 33), 1961 
Dry pigment and synthetic 
resin on natural sponge on 
plaster 
16 %e x 14 “ce x 7 “AZ in. 

(42.1 x 37 x 20 cm) 
Private Collection 
Page 151 

Untitled Blue Sponge 
Sculpture 
(SE 251), 1961 

Dry pigment and synthetic 

resin on natural sponge on 

metal stem on stone 

29'2x 11 Ve x 5 in. 

(74.9 x 28.1 x 13.3 cm) 

San Francisco Museum of 

Modern Art, Bequest of 

Phyllis Wattis 

Page 149 



ANTHROPOMETRIES 

Untitled Anthropometry 
(ANT 100), 1960 

Dry pigment and synthetic 

resin on paper on canvas 

57 x 117 “Ain. 

(144:8 x 299.4 cm) 

Collection Hirshhorn 

Museum and Sculpture 

Garden, Washington, DC, 

Holenia Purchase Fund, 

in memory of Joseph H. 

Hirshhorn, 1998 

Pages 162-63 

“Jonathan Swift” 

(ANT 125), c. 1960 

Dry pigment and synthetic 

resin on paper on canvas 

70 1h x 106 SAG in. 

(180 x 270 cm) - 

Courtesy Galerie 

Gmurzynska 

Page 164 

People Begin to Fly 

(ANT 96), 1961 

Dry pigment and synthetic 

resin on canvas 

98 4 x 156 1% in. 

(250.2 x 397.5 cm) 

The Menil Collection, 

Houston 

Pages 170-71 

Architecture de I’air 

(ANT 102), 1961 

Dry pigment, synthetic 

resin, and charcoal on 

paper on canvas 

102 %4 x 83 “/ in. 

(261 x 213 cm) 

Collection Museum of 

Contemporary Art, Tokyo 
Page 264 

Untitled Anthropometry 
(ANT 154), 1961 

Dry pigment and synthetic 

resin On paper on canvas 
102 x 70 1% in. 

(259.1 x 178.1 cm) 

San Francisco Museum of 

Modern Art, Bequest of 

Phyllis Wattis 

Page 165 

Suaire de Mondo Cane 

(ANT SU 8i), 1961 

Dry pigment and synthetic 
resin on gauze 

92 A x 116 'SA6 in. 

(234 x 297 cm) 

Collection Walker Art 

Center, Minneapolis, Gift 

of Alexander Bing, T. B. 

Walker Foundation, Art 

Center Acquisition Fund, 

Professional Art Group | 

and II, Mrs. Helen Haseltine 

Plowden, Dr. Alfred 

Pasternak, and Dr. Maclyn 

C. Wade by exchange, with 

additional funds from the T. 

B. Walker Acquisition Fund, 

2004 

Page 167 

Hiroshima 

(ANT 79), c. 1961 

Dry pigment and synthetic 

resin on paper on canvas 

XS) x 119 he in. 

(139.7 x 303.3 cm) 

The Menil Collection, 

Houston 

Pages 168-69 

Store poéme (with Arman, 

Claude Pascal, and Pierre 

Restany) 

(ANT SU 15), 1962 

Dry pigment and synthetic 

resin on fabric 

582 Vc x 30 Vc in. 

(1480 x 77.9 cm) 

Private Collection 

Pages 218-21 

MONOGOLDS 

Le Silence est d’or 

(MG 10), 1960 

Gold leaf on panel 

58 4 x 44 ‘/ In. 

(148 x 114 cm) 

Private Collection 

Page 212 

Untitled Gold 

Monochrome 

(MG 7), c. 1960 

Gold leaf on panel 

78 % x 601A x %/ in. 

(199 x 153 x2 cm) 

The Menil Collection, 

Houston 

Page 213 

Untitled Gold 

Monochrome 

(MG 8), 1962 

Gold leaf on panel 

32 Ve x 28 3/4 in. 

(81.4 x 73 cm) 

Private Collection 

Page 214 

FIRE PAINTINGS 

Untitled Fire Painting 

(F 27 |), 1961 

Scorched cardboard on 

panel 
98 7/6 x 51 /ce in. 

(250 x 130 cm) 
Private Collection 

Page 206 

Untitled Fire Painting 

(F 82), 1961 

Scorched cardboard on 

panel 

557% x 119 *% in. 

(141.9 x 303.8 cm) 

Private Collection 

Pages 202-03 

Untitled Fire Painting 

(F 125), 1961 

Scorched cardboard on 

panel 

22 he x 78 3A in. 

(57 x 200 cm) 

Courtesy Galerie 

Gmurzynska 

Page 198 

Untitled Fire Painting 

(F 11), c. 1961 

Scorched cardboard on 

panel 

24 x 19 "Ve in. (61 x 50 cm) 

Private Collection 

Page 199 

Untitled Fire Painting 

(F 81), c. 1961 

Scorched paper on 

fiberboard on panel 

511A x 98 % in. 

(130.2 x 250.2 cm) 

The Menil Collection, 

Houston 

Pages 204-05 

FIRE-COLOR 

PAINTINGS 

Untitled Fire-Color 

Painting 

(FC 1), 1961 

Dry pigment and synthetic 

resin on scorched 

cardboard on panel 

55 1% x 117 /A6 x 1 °c in. 

(141 x 299.5 x 3 cm) 

Private Collection 

Pages 200-01 

Untitled Fire-Color 

Painting 

(FC 3), c. 1962 

Dry pigment and synthetic 

resin on scorched 

cardboard on panel 

53 5/6 x 29 Vin. 

(137 x 74 cm) 

Private Collection 

Page 207 

COSMOGONIES 

Untitled Cosmogony 
(COS 8), 1960 

Dry pigment and synthetic 

resin on paperboard on 

canvas 

25 3/6 x 19 5/6 in. 

(64 x 49.1 cm) 

Private Collection 

Page 154 

Untitled Cosmogony 
(COS 18), 1960 

Dry pigment and synthetic 

resin on paper on canvas 

25 3/6 x 19 in. 

(65.6 x 49.5 cm) 

Private Collection 

Page 154 

Untitled Cosmogony 
(COS 12), 1961 

Dry pigment and fixative 

on paper 

41 5/6 x 29 5/6 in. 

(104.9 x 76 cm) 

Private Collection 

Page 153 

Untitled Cosmogony 
(COS 25), c. 1961 

Dry pigment and fixative on 

paper on canvas 

40 °% x 23 %% in. 

(102.6 x 60 cm) 

Private Collection 

Page 155 

Le Vent du voyage 
(COS 27), c. 1961 

Dry pigment and synthetic 

resin on canvas 

36 %% x 29 in. 

(93 x 74 cm) 
Private Collection 

Page 155 

PLANETARY 

RELIEFS 

Ci-git I’Espace 

(RP 3), 1960 

Dry pigment, synthetic 

resin, natural sponges, and 

artificial flowers on gold 

leaf on panel 

49 Aco x 39 34 x 3 Ae in. 

(124.9 x 100 x 10 cm) 

Collection Musée national 

d’art moderne, Paris 

Page 209 

Globe terrestre bleu 

(RP 5), 1961 

Dry pigment and synthetic 

resin on polyester globe on 

metal base 

14 3A x 9% x 8 “Ae in. 

(37.5 x 24.4 x 21.4 cm) 

Private Collection 

Page 158 

Terre 

(RP 19), 1961 

Dry pigment and synthetic 

resin on plaster 

21 *% x 17 */6 x 3 in. 

(54.9 x 44 x 7.9 cm) 

Private Collection, Rueil- 

Malmaison, France 

Page 157 

Lune Il 

(RP 21), 1961 

Dry pigment and fixative on 

plaster 

37 %% x 25 “Ae x 2 3A in. 

(95 x 65 x 7 cm) 

Private Collection 

Page 156 

Untitled Blue Planetary 

Relief 

(RP 23), 1961 

Dry pigment and synthetic 

resin on hollow metal ball 

9 3/6 x 8c x 8 "A6 in. 

(24.9 x 22.1 x 22.1 cm) 

Private Collection, London 

Page 159 

34% 



Untitled Planetary Relief 

(RP 12), c. 1961 

Dry pigment and fixative on 

plaster on panel 

37 3/6 x 27 3/6 x 2 in. 

(96 x 69.1 x 5.7 cm) 

Private Collection 

Page 156 

OTHER SCULPTURE 

“Assemblage de rouleaux 

a peindre usagés” 
(S 7), 1956-62 

Paint rollers on metal 

101A x 8'Ax 7 Vein. 

(26 x 21 x 17.9 cm) 

Private Collection 

Page 245 

Sculpture tactile 
(S22)7e5 1957 

Wood and paint 

562 46x 19 "Ac x 19 NAG in. 

(143 x 50 x 50 cm) 

Private Collection 

Page 121 

Arman Portrait-Relief 

(PR 1), 1962 

Dry pigment and synthetic 

resin on bronze on gold leaf 

on panel 

69 *c x 37 Vs x 10 in. 

(176.1 x 94.1 x 26 cm) 

Private Collection 

Page 215 

IMMATERIAL 

SENSIBILITY 

Maquette de carnet a 
souches pour les cessions 

de volumes de Zones 

de sensibilité picturale 

immatérielle transférable 

1959 

Ink, gold paint, and 

gouache on paper 
3/6 x 13 in. (10 x 33 cm) 

Collection Museé national 

d’art moderne, Paris 

Page 119 
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Receipt to Mr. Paride 

Accetti for transfer of 

a Zone of Immaterial 

Pictorial Sensibility 

(series 1, no. 3) against 

twenty grams of fine gold 
1959 

Ink on paper 

3 Ae x 13 in. (10 x 33 cm) 

Courtesy of The Armand 

P. Arman Revocable Trust, 

New York 

Page 119 

Carnet de recus pour 

les Zones de sensibilité 

picturale immatérielle 
(series 0) 

1961 

Printed paper and ink 

37/6 x 11% in. 

(8.7 x 29.8 cm) 

Private Collection 

Page 119 

Boite a lingots d’or 

c. 1959 

Case, blue pigment, and 

gold ingots 

2 *Ae x 4 Ao x 1 2% in. 

(5.6 x 11 x 3.5 em) 
Private Collection 

Page 117 

Au nom du bleu, de I’or, 

de l’immatériel... 

1960 

Dry pigment, gold leaf, and 

ink on paper 

3°A x 11 A6 in. 

(9.5 x 30 cm each) 

Private Collection 

Page 216 

Ex-voto dédié a sainte Rita 

de Cascia par Yves Klein 
1961 

Dry pigment, gold leaf, gold 

ingots, and ink on plexiglass 

51x 8'Ax1 Vin. 

(14 x 21 x 3.2 cm) 

Courtesy the Monastery of 

Saint Rita, Cascia, Italy 

Page 217 

Zone de sensibilité 

picturale immateérielle, 
Séries 5, Zone 1, from 

exhibition catalogue 

Comparaison 

1962 

Printed paper 

8 Ae x 8 As in. 

(20.5 x 20.5 cm) 

Private Collection 

Page 113 

When Attitudes Become 

Form, exhibition 

catalogue, Kunsthalle, 

Berne, Switzerland 

1969 

Printed paper 

12 3/6 x 9! 46 in. 

(31 x 23 cm) 

Private Collection 

Page 196 

AIR 

ARCHITECTURE 

“..projections d/air...” 
1955 

Ink on paper 

11 Vc x 8 in. 

(28.1 x 21 cm) 

Private Collection 

Page 225 

Fontaines d’eau et de feu 

“Le choc permanent” 
1958 

Graphite and ink on paper 

11 *% x 14 %% in. 

(29.5 x 36.5 cm) 

Private Collection 

Page 234 

“Tube gonflé a 

I'hydrogéne ou a 

’hélium...” 

1958 

Ink on paper 

61% x 8 Ain. 

(15.5 x 21 cm) 

Private Collection 

Page 252 

Projet pour un tube en 
aluminum lévitant 

1958 

Ink on paper 

8 he x 11 hs in. 

(21.5 x 29.7 cm) 

Private Collection 

Page 253 

“Solution Tinguely Klein 

pour la Lévitation du 
tube...” 

1958 

Ink on paper 

6 "Ac x 8 A in. 

(15.4 x 21 cm) 

Private Collection 

Page 253 

“Rocket pneumatique...” 
1958 

Charcoal on paper 
12 °% x 16 “Ac in. 

(32 x 41.7 cm) 

Private Collection 

Page 260 

“Architecture de lair. 

1958...Climatisation de 

espace...” 
1958-62 

Ballpoint pen ink and 

graphite on paper 

207% x 6 "Yc in. 

(53 x 17 cm) 

Private Collection 

Page 237 

“Sculpture aéro- 
magnétique...” 
1959 

Ink on paper 

814 x 10 *% in. (21 x 27 cm) 

Private Collection 

Page 258 

Sculpture aéro- 

magnétique (Cascia) 
1959 

Ink on paper 

12 *As x 8 4 in. 

(31 x 21 cm) 

Private Collection 

Page 256 

Sculpture aéro- 

magnétique 

1959 

Ink on paper 

12 %6 x 8 4 in. 

(31 x 21 cm) . 

Private Collection 

Page 257 

Mod. n° 58973 (Création 
d'un toit d’air) 1 

Preparatory Drawing 
1959 

Ballpoint pen ink and 

graphite on tracing paper 

5 5/6 x 8 "Ae in. 

(13.5 x 20.5 cm) 

Private Collection 

Page 226 

Mod. n° 58973 (Création 
d'un toit d’air) 2 
Preparatory Drawing 
1959 

Ballpoint pen ink on tracing 

paper 

5 *As x 8 Ve in. 

(13.5 x 20.5 cm) 

Private Collection 

Page 226 

Mod. n° 58973 (Maison 

atrium toit d’air) 
1959 

Ballpoint pen ink on tracing 

paper 

47, x 7 Ac in. 

(12.4 x 19.8 cm) 

Private Collection 

Page 227 

Mod. n° 58973 (Stade 
protégé d’un toit d’air) 

1959 

Ballpoint pen ink on tracing 

paper 

4% x 7% in. 

(10.8 x 19.7 cm) 

Private Collection 

Page 227 

“Machine qui part et ne 
revient jamais” 

(projet Rocket) 
c. 1959 

Ink on paper 
10 3/6 x 8 he in. 

(27.5 x 21.4 cm) 

Private Collection 

Page 259 

“Fontaines d’eau et toit 

de feu” 

c. 1959 

Ink and watercolor on 

paper 

18 % x 16 '°/c in. 

(46 x 43 cm) 
Private Collection 

Page 230 

“Fontaines d’eau et toit 

de feu” 

c. 1959 

Ink and watercolor on 

paper on canvas 

14 %/6 x 17 Yin. 

(36 x 43.5 cm) 

Private Collection 

Page 230 

“Tableau de Feu/Mur de 
Feu” 

c. 1959 

Grease pencil on paper 
14 %e x 21 in. 

(37 x 54 cm) 

Private Collection 

Page 229 

Fontaine de feu pour une 

place publique 
c. 1959 

Grease pencil on paper 

4s 46 x 21 A, in. 

(37 x 54 cm) 

Private Collection 

Page 235 

“Mur d’eau traversé de 

flammes” 

c. 1959 

Grease pencil on paper 

14 %o6 x 21 A in. 

(37 x 54 cm) 

Private Collection 

Page 229 



“Projet pour une place 
publique...” 
c. 1959 

Ink on tracing paper on 

canvas 

9 "Ae x 2s 46 in. 

(23 x 31 cm) 

Private Collection 

Page 235 

Sous-sol d’une cité 

climatisée (Climatisation 
de l’espace) 
c. 1959 

Ink and graphite on tracing 

paper 

28 °4 x 18 7% in. 

(73 x 48 cm) 

Private Collection 

Page 236 

“L'Eau et le Feu” 

c. 1959 

Graphite, ink, and 

watercolor on paper =~ 

Each: 5 7% x 14 %/c in. 

(14.9 x 36 cm) 
Private Collection 

Page 231 

“Bruit machine et 

sifflement” 

c. 1959 

Ink on paper 

814 x 10 * in. (21 x 27 cm) 

Private Collection 

Page 258 

“Matieres dans le sol” 

c. 1959 

Ballpoint pen ink on paper 

8 Ac x 13 % in. 

(21.4 x 34 cm) 

Private Collection 

Page 228 

“Machine pour s‘entrainer 

a léviter” 

c. 1959 

Ink on paper 
8 UAC x 13 5/6 in. 

(21.4 x 33.8 cm) 

Private Collection 

Page 254 

Untitled Drawing 
c. 1959 

Ink on paper 

8 he x 13 she in. 

(21.4 x 33.8 cm) 

Private Collection 

Page 255 

” 
“air conditionné... 

c. 1959 

Ink on paper 

8 he x 10 3/6 in. 

(21.4 x 27.5 cm) 
Private Collection 

Page 239 

“Plan” 

c. 1959 

Graphite on paper 

6% x9 7/c in. 

(15.6 x 24 cm) 

Private Collection 

Page 224 

“Le but final de 

l’‘architecture de I’air...” 

c. 1959 

Ink on paper 
11 “co x 9/6 in. 

(28.1 x 23 cm) 

Private Collection 

Pages 222-23 

Fontaines d’eau et de feu 

c. 1960 

Watercolor, gouache, and 

ink on paper on canvas 

20 "Ac x 29 Vp in. 

(52.5 x 74.9 cm) 

Private Collection 

Page 241 

“Institut mécanique du 

fluide...” 

c. 1960 

Ink on paper 
6 x 1444 in. 

(15.2 x 37.5 cm) 

Private Collection 

Page 228 

Cité climatisée (toit d’air, 

murs de feu, lit d’air) (with 

Claude Parent) 

1961 

Ink and graphite on paper 

19 "Ac x 26 % in. 

(50 x 67.9 cm) 

Private Collection 

Page 243 

Cité climatisée—“Accés 

a I’eden technique” 
(with Claude Parent and 
Sargologo) 
1961 

Ink and graphite on paper 

10% x 14 °c in. 

(26 x 36 cm) > 

Private Collection 

Page 243 

Projet pour les Fontaines 
de Varsovie 

1961 

Pastel on paper 

29 2 x 42 4 in. 

(74.9 x 108 cm) 

Private Collection 

Page 242 

Projet pour les Fontaines 
de Varsovie 

c. 1961 

Ink on tracing paper on 

canvas 

26 %% x 35 Ve in. 

(67 x 89.1 cm) 

Private Collection 

Page 240 

“Climatisation de 

l’espace 1951,” from 

exhibition catalogue 

Antagonismes II 

1962 

Printed paper 

87% x 6 4 in. 

(22.5 x 15.5 cm) 

Private Collection 

Page 238 

“Architecture de 

l‘air...Climatisation 

de l’espace...,” from 

exhibition catalogue 
Antagonismes II 

1962 

Printed paper 
87% x 6 in. 

(2225; 15:5/em) 

Private Collection 

Page 238 

Rocket pneumatique 

(maquette Tallon- 

Technés) 

1962 

Chrome and rubber 

32 5/6 x 25 “oe x 30 56 in. 

(82.1 x 64.9 x 77 cm) 

Private Collection 

Page 261 

OTHER WORKS 

ON PAPER, PLANS, 

AND MODELS 

Monochromes jaune, 
rouge, et vert (scéne de 
théatre) 

1954 

Watercolor and graphite 

on paper in spiral-bound 

notebook 

5 1A x 8 Ain. 

(13.3 x 21 cm) 
Private Collection 

Page 72 

Monochrome rouge 
(scéne de théatre) 

1954 

Watercolor and graphite 

on paper in spiral-bound 

notebook 

5% x 8 in. 

(13.3 x 21 cm) 

Private Collection 

Page 73 

“Humilité Humilité 

Humilité” 

1957 

Ink on paper in spiral- 

bound notebook 

8 "Ac x 6 "co (22 x 17 cm) 

Private Collection 

Page 64 

“Solution de 1958 au 

probleme du socle... 
Obélisque illuminé en 

bleu...” 

1958 

Ink on paper 

814 x 5 ‘Ain. (21 x 15 cm) 

Private Collection 

Page 135 

“Avec le vide, les pleins 

pouvoirs.”—Albert Camus 

1958 

Ink on paper 

5 *A6 x 8 A in. 

(13.5 x 21 cm) 

Private Collection 

Page 1 

“Malévitch ou l’espace vu 

de loin” 

c. 1958 

Ink and graphite on paper 

10 °% x 8 1/4 in. (27 x 21 cm) 

Private Collection 

Page 105 

“Malévitch ou l’espace vu 

de loin” 

c. 1958 

Ink on paper 

12 2 x 8 “Ae in. 

(31.8 x 21.4 cm) 

Private Collection 

Page 104 

Le dormeur—l’inverse— 

dessins 

c. 1958 

Graphite on paper 

10 % x 8% in. (27 x 21 cm) 

Private Collection 

Page 75 

Plan pour l’accrochage de 
Bas-Reliefs dans une forét 

d’éponges 

1959 

Ink on paper 
12 3/6 x 9 3/6 in. 

(32.5 x 24.9 cm) 

Private Collection 

Page 144 

Plan pour l’accrochage de 
Bas-Reliefs dans une forét 

d’éponges 

1959 

Ink on paper 

12 %A6 x 9 Ac in. 

(32.5 x 24.9 cm) 

Private Collection 

Page 144 

“Position de Malévitch 
par rapport a moi” 
c. 1959 
Ink on paper on paper 

7 "Ac x 7 *Ain. 
(19.5 x 19.3 cm) 
Private Collection 

Page 103 

“Evolution de l'art vers 

Vimmatériel” 

c. 1959 

Charcoal on paper 

56 "Ae x 43 WA in. 

(144 x 111 cm) 

Private Collection 

Page 107 

“IKB Essentiel, Potentiel, 

Spatial...” 
c. 1959 

Graphite on paper 

77h x 47Ac in. 

(20 x 11.3 em) 

Private Collection 

Page 106 

Courses de cafards 

retrouver l’enfance a 

Cagnes 

c. 1959 

Ink on paper 

10 *% x 8 in. (27 x 21 cm) 

Private Collection 

Pages 42-44 

Boite a course de cafards 

c. 1959 

Paint on wood 

31 x 12 %/6 x 1 ‘A in. 

(79.1 x 32.9 x 3.8 cm) 

Private Collection 

Pages 42-44 
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Exhibition Floor Plan for 

Krefeld Museum 

1960 

Ink on tracing paper on 

canvas 

13 Ae x 19 %% in. 

(34.4 x 49.8 cm) 

Private Collection 

Page 233 

Exhibition Floor Plan for 

Krefeld Museum 

1960 

Ink and colored pencil on 

tracing paper on canvas 

22° x 29% in. 

(57.5 x 74.9 cm) 

Private Collection 

Page 233 

Projet pour la fin d’une 
civilisation 
1960 

Ink on paper 

Tf ”A6 x 12 %A6 in. 

(17.9 x 31 cm) 
Private Collection 

Page 262 

Projet d’une machine a 
saisir 

1960 

Ink on paper 

5 °A6 x 8 *Ac in. 

(13.5 x 21.1 cm) 

Private Collection 

Page 263 

Concept for the Fire 

Fountains at Museum 

Haus Lange, Krefeld 

1961 

Paper cut-out and ink 

on black-and-white 

photograph 
9% x6 ‘Ain. 

(23.2 x 17.4 cm) 

Collection Kunstmuseen 

Krefeld 

Page 232 

Concept for the Fire 

Fountains at Museum 

Haus Lange, Krefeld 

1961 

Paper cut-out and ink 

on black-and-white 

photograph 

9% x 67% in. 

(23.2 x 17.4 cm) 

Collection Kunstmuseen 

Krefeld 

Page 232 

348 

“Quand a ma tentative de 

l’immatériel...” 

Date unknown 

Ink on paper 

10 3/6 x 8 14 in. 

(27.5 x 21 cm) 

Private Collection 

Page 51 

PUBLISHED 

AND UNPUBLISHED 

PROJECTS 

Partition de la Symphonie 

Monoton-Silence 

1947-61 

Ink and graphite on paper 

16 “Ae x 11 *% in. 

(41.8 x 29.5 cm) 

Private Collection 

Page 69 

Esquisse de scénario La 

Guerre (de la ligne et de 
la couleur) ou (vers la 
proposition monochrome) 
1954 (1957) 

Typescript and ink on paper 

10 °% x 8 'A in. (27 x 21 cm) 

Private Collection 
Page 76 

Yves Peintures 

1954 

Printed paper 

9°*Ax 7 Ain. 

(24.4 x 19.1 cm) 

Private Collection 

Pages 84-87 

Yves Klein as orchestra 

conductor, Gelsenkirchen 

(front view) 

1959 

Black-and-white 

photograph 

6 *Ac x 8 “Ain. 

(16 x 22.5 cm) 

Private Collection 

Page 70 

Yves Klein as orchestra 

conductor, Gelsenkirchen 

(back view) 
1959 

Black-and-white 

photograph 
6 */c x 8 7K in. 

(16 x 22.5 cm) 

Private Collection 

Page 71 

“Obsession de la 

levitation” (Le Saut dans 

le vide) 

1960 

Black-and-white 

photograph 
Private Collection 

Page 194 

Le Saut dans le vide 

1960 

Black-and-white 

photograph 

Private Collection 

Page 195 

Dimanche (Le journal d’un 
seul jour) 
November 27, 1960 

Newsprint 

217% x 14 Ac in. 

(55.6 x 37.9 cm) 

Private Collection 

Pages 78-81 

Projet de ballet 
c. 1960 

Ink on paper 

10 % x 8 4 in. (27 x 21 cm) 

Private Collection 

Page 74 

ZERO 3 (revue Zero) 

1961 

Printed paper 

7" x 8'/ in. (20 x 21 cm) 

Private Collection 

Page 135 

Scénarios du film Mondo 

Cane 
1961 

Typescript on paper 

10 “Ac x 814 in. 

(27 x 21 cm) 

Private Collection 

Page 166 

CORRESPONDENCE 

Letter from Yves Klein to 

Fidel Castro 

1958 

Ink on paper 

10 °*A x 8 “Ac in. 

(27.3 x 21.4 cm) 

Private Collection 

Page 61 

Letter from Yves Klein to 

Philip Johnson 
April 10, 1959 

Typescript on paper 
10 %/ x 8 “Ac in. 

(27.3 x 21.4 cm) 

Private Collection 

Page 246 

Letter from Yves Klein to 

Philip Johnson 
October 12, 1959 

Typescript on paper 

or 16 X 8 1% in. 

(26.8 x 21 cm) 

Private Collection 

Page 247 

Letter from Philip Johnson 
to Yves Klein 

October 29, 1959 
Typescript and ink on paper 

10 % x 8 “Ae in. 
(27.3 x 21.4 cm) 
Private Collection 
Page 248 

Draft of Letter from Yves 

Klein to Philip Johnson 
August 17, 1961 

Typescript on paper 

10% x 8 1/4 in. (27 x 21 cm) 

Private Collection 

Page 249 

Letter from Yves Klein to 

Philip Johnson 
October 2, 1961 

Typescript on paper 

10 °/4 x 8 7/c in. 

(27.3 x 21.4 cm) 

Private Collection 

Page 250 

Letter from Philip Johnson 

to Yves Klein 

October 17, 1961 

Typescript and ink on paper 

10 %A x 8 7/e in. 

(27.3 x 21.4 cm) 

Private Collection 

Page 251 

OTHER EPHEMERA 

Yves Klein’s calling card 

(judo) 
c. 1955 

Printed paper 

3% x 4% in. 

(7.9 x 11.7 cm) 

Private Collection 

Page 352 

Envelope addressed by 
Yves Klein to himself 

April 22, 1958 

Envelope and blue stamp 

3 °% x 7 Ve in. 

(8.6 x 17.9 cm) 

Private Collection 

Page 135 

Envelope and invitation 

addressed by Yves Klein 
to Rotraut Uecker 

May 25, 1959 

Envelope, blue stamp, and 

invitation card 

4 °/6 x 6 "Ye in. 

(11 x 17 cm) 

Private Collection 

Page 135 

Rotraut and Yves Klein’s 

tickets to Disneyland, 

Anaheim, CA 

1961 

Printed paper 

22x 5“ in. 

(6.4 x 13.3 cm) 

Private Collection 

Page 62 

FILMS 

“Surfaces et blocs de 

sensibilité picturale 
intentions picturales” 

installation at Galerie 

Colette Allendy, Paris, 

May 1957 

1957 

Film 

Private Collection 

La Spécialisation de la 
sensibilité a l’état de 

matiére premiere en 
sensibilité picturale 

stabilisée 

1958 

Film 

Private Collection 

“Anthropométries de 
l’6poque bleue.” Galerie 

internationale d’art 

contemporain, 253, rue 

Saint Honoré, Paris, 

France 

March 9, 1960 

Film 

Private Collection 

Yves Klein réalisant 

des peintures de feu. 
Centre d’Essais du Gaz 

de France, Saint-Denis, 

France 

1961 

Film 

Private Collection 
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AMERICAN STUDENTS AND ARTISTS CENTRE 
INTERNATIONAL 

261 Boulevard Raspail (Métro Raspail) 

Section JUDO 
| és Professeur : YVES KLEIN 

C. N. 4° DAN KODOKAN 
ge 

‘\ 

7 
Méthode Japonaise du Kodokan de Tokio 

‘Aj (Gokio - Kates) 

HEURES DES COURS 

Cours particuliers Mercredi et Vendredi : de 18h. 8 19h. 

sur demande Mardi et Vendredi : de 19h. 30 & 20 h. 30 
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