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Pretace

The writings which compose Paul Klee's theory of form production and pictorial form
have the same importance and the same meaning for modern art as had Leonardo's
writings which composed his theory of painting for Renaissance art. Like the latter,
they do net constitute a true and proper treatise, that is to say, a collection of stylistic
and technical rules, but are the result of an introspective analysis which the artist engages
in during his work and in the light of the experience of reality which comes to him in the
course of his work. This analysis which accompanies and controls the formation of a
work of art is a necessary component of the artistic process, the aim and the finality of
which are brought to light by it. This explains too how the experience of reality which is
acquired in seeking aesthetic value is no less concrete or less conclusive than that
which is acquired in scientific or philosophic research.

It is well-known that Klee, more than any other artist of our century, was consciously
detached from the main stream of modern art and its theoretical assumptions. In the
same way, Leonardo, more than any other artist of the Renaissance, consciously de-
tached himself from the central features of the historical tradition. In their creative thought
both Leonardo and Klee are not so much concerned with the art object, as with the
manner in which itis produced. They are concerned not with form as an immutable value,
but with formation as a process. Both are aware that the artist's approach or creative
manner is an independent and complete way of existing in reality and of understanding
it: and as they are not unaware that there are other speculative methods, they are led to
investigate that particular character which is the distinctive feature of the artistic ap-
proach, always bearing in mind, however, that this must develop over the whole field of
experience. For this reason Leonardo's mode of thought, like that of Klee, covers every
aspect of being; it takes in the entire universe. Since art brings into being, albeit only
through what is termed the visible, a cosmic awareness of reality, there is no moment or
aspect of being which can be considered foreign or irrelevant to the experience which is
acquired in artistic creation.

Historically speaking, Klee's poetics can be linked tg what might be called the poetics of
contradiction, that is to say, poetics from Mallarmé té Rilke. Klee was a friend of the latter;
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and Klee's thoughts on art were linked by at least two sources of common interest to the
poetics of Mallarmé: Wagner, whom as a passionate lover of music he knew very well,
and Poe, who certainly was one of the sources of his pictorial inspiration.

The fundamental themes are always those of non-pesitivity, of eJusiveness., of the un-
certainty of existence, of the emptiness of reality, and the need to fill that \."0|d b_y human
endeavour and artistic creation. Nor are these born of an impericus creative will, bult of
the contradiction which exisis between an understanding of the anguis:hed uncertalnlty
of everything and our indestructible awareness of existing, and of existing by necessity
in one time, in one space, and in one world.

Everything that we know of reality (and this reality includes ourselves, the. clear world
of our consciousness and that murky and crepuscular world of the unconsc'lous) comles
to us through this tormented paradox. Nor is it a single and grandiose image which
imposes liself on us by the logical system of its eterngl values, but a hasty sequence of
images, often dissociated and enigmatic, and always fragmentary through-_out the full
cycle of our existence. in turn, our existence is no more in its time—s;_;ace reahty.thaln that
self-same succession of images: and there is no moment of our existence which is n<?t
an experience of reality, These ambiguous images, then, are formed by olurselves. Itis
almost as if we evoke them from the darkness of a lost dimension, and reanimate them by
the rhythm of our actions, giving them meaning and form. For the threat does not coTne
from the vitality of the unconscious, but on the contrary, from carrying within us somethln_g
that is dead, which, belng corrupted, corrupts us. This endeavour, therefore, and this
endoavour alone, is the subject of a speculation on art.

Perhaps, like Mallarmé, Klee too dreamt of the absolute work of art, 'I‘a_:et{vre', anFI d‘id
not achieve it; his real work must be found in the mass of evidence testifying to hlIS life
of research, in his development by way of a vast number of fragments, in his rapid ‘se-
quence of paintings, in page after page of sketches and notes, in the restlef‘.sl technical
experiments {since every technique is an altempt at ‘trying', a ‘coup de dés' that may
aven succeed in eliminating ‘le hasard’).

The writings which compose Klee's theory of form are, in fact, an attempt to fix Fhe
moments of that unaccomplished creative work, which unwinds with the devouring
rapidity of time; to give meaning to arbitrary images, releasing them from the change-
ability of events and from shapelessness. These writings, therefore, more than any
commentary, are a live and- necessary part of the artist's auvre. Since they canno.t he
separated from the drawings which accompany them they cannot bhe seplarate_d either
from his other pictorial and graphic works, from the various planes on whlc_r] his works
were being simultaneously developed, from the inevitable irregularity of h_i_sf progress or
from the coherence, no less severe for being full of the unexpected, of his intellectual
adventure. Klee's poetics, however, have this special quality, that in a large measyre
they are born and are formulated as didactics, like a well-prepared course of teaching
given in a school with syllabuses and purposes precisely defined, as was the Bauhaus
of Weimar and of Dessau. Of all the artists of this century, Klee is perhaps the one who
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has most purposefully penetrated into the enchantad realm of fantasy. It is as if he were
seeking, whilst exploring the unconscious, the manifestation of an absolutely authentic
and unique experience in which he would find himself alone in the suffering of the lonely
ego, even reaching out to that ultimate and finally truthful manifestation of the ego which
only comes to us at the moment of death. It cannot therefore be wondered at that his
most constant preoccupation was to be able to communicate his own experience so that
it could be repeatable and ‘utilisable’ and finally productive. Nor is this all: this man who
looks upon nothingness with such a candid and dauntless eye, who toys' with death like
Schiller’'s artist ‘toys’ with life, employs his own poetics and his ewn didactics in a school
which not only has a social and somewhat revolutionary syllabus, and sees In technology
the new strict spirituality of the modern world, but proposes to intervene effectually
in the existing state of affairs by forming a class of fechnical executives and planners

capable of -solving problems "arising from industrial production and capitalist econ-
omy,

Kles always wanted to teach and he dedicated himself to the school with an almost
\lapgsfgolic': fervour. Consciouas that art should be a means of human communication, he

'Té-éw in'teaching, in the exactness of the didactic method, a strict means of human com-

muni'(fation. It I1s a matter of teaching others how to walk along thin invisible wires,
stretched out in the darkness, trying to penetrate an unknown dimension, There can be
no other way than that of going forward together along the uncertain road. There is the
need not to be alone, to hold hands, t¢ make a-human chain: this is still the human basis,
sentimental perhaps, of Klee's didactics.

But other and more serious reasons impel his poetics to become didactic and to assume
a methodological character. According to Klee, the manner in which the artist creates
implies, above all, a didactic requirement, for it is through creation that the artist learns
to recognise the world in which he exists and acts, shaping it according to the extent of
his own experience. Reading the pages of his theory of form it would appear that Klee
desired to penetrate to the very depths of his knowledge of the universe; he speaks of
space and time, of forces of gravity, of centrifugal and centripetal forces, of creation and
destruction of the being, of the individual and the cosmos. Side by side with strangely
happy intuitions, with parascientific propositions, with paradoxical postulates and with
a vast quantity of very valuable annotations relating to the daily routine of pictorial work,
one finds recollections of readings, passages revealing knowledge (which is neither
superficial nor second-hand) of contemporary currents of thought, psychology of form,
theory of visibility, psychoanalysis, the philosophy of phenomenology. Certainly all this
does not constitute a system, but it does reveal a complicated construction in which
everything seems to find its proper place.

Nothing is further from the artist's mind than the assumption that he is producing a
sclentific work, what is important to him is to specify a dimension ot a perspective, to
recognise the limits of space and time in which one's own existence manifests itself,
to reweave the weft of the universe, from the starting point of one’s own ego, with its

" will to make or to shape.
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Thus, he thinks, must the world appear to those who do not stand apart from it and
contemplate it from outside; to those who see it from the inside, with its infinite prospects,
its diverging paths which cross, wheel round, then open slowly along the apparently
capricious curves of life's parabola; a world ever eccentric and peripheral, ‘irregular’,
yet nevertheless secretly obedient to certain laws, and ever striving to develop In order
to find its path and break through to reality. '

Thus space {and here we may note the similarity with the thought of Husserl and Heid-
egger) will no longer be a logical sequence of planes but above-below-in front-behind-
left-right in relation to the 'I' In space; time will no longer be a uniform progression, but
in a before and after relation to the ‘I' in time; and as nothing s stafic, that which is now
in front, soon will be behind, and that which is now before will be after.

Space and time are simultaneously subjective and objective; for this reason the se-
quence of values is endless and each value is not permanently bound to the object, but to
the existence of the object in this or that point of space and time. It is bound to the recol-
lection of its having been, to the possibility of its future being, under completely differant
conditions of space and time. The object itself has no certainty; it might have been and
might be no longer; it might not be, but might be going to be. Since it is, ultimately, only
a meeting of co-ordinate lines, a luminous point irl'_the dark expanse of possible space and
time, it could change into another object, whose trajectory may come to pass through
that point. Should the unforeseeable parabola of our life pass through that point it could
be that we might ‘become’ that object. Reality is a never-ending metamorphosis; this is a
thought Klee had inherited from Bosch, and shared with Kafka.

There is, however, something which differentiates man’s being and his actions, which
differentiates cyclic changes of history from the unconscious changes and happenings
in reality, something which, in the formal instability of metamorphosis, succeeds in
isolating and defining forms and in making definite points of light.

{t is the aim and the will of humanity somehow to control its own destiny, to know itsalf
and clearly to establish its position in the confusion of chaos. Finally to ‘save itself', if
this expression still means something when confronted with an empty void, Mothingness,
which strefches beyond the horizons of life, impels man ineluctably to find a solution
here and now, within the uncertainty of the particular state of his society and of the
individual within society.

The main thread which unravels itself throughout the whole of Klee's theory is the search
for quality; itis in the search for quality, namely the search for one's own absolute authen-
ticity, that mankind (as Kierkegaard would say) desires desperately to find in order to
justify itself, and, perhaps, to save itself. ’ ) e

But it is not enough to desire this; to do or to become s life itself and it is only by acting

consciously, and methodically, that one can attain some quality or value, which is also
the value of existance, a full consclousness of each moment of it.
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It may be said that Xlee's art-and theory represent an attempt to reconstruct the world
according te values of quality; and since these values are not giv,e:n and are embedded in
tayars of false experience, it becomes necessary to distil these values by a transformation,
a ‘reduction to quality' of the quantities, In other words, it becomes necessary to reduce
progressively the conglomeration of quantitative phenomena which fill the universe and
human existence, to the point of that irreducible and immutable minimum, which in fact
represents quality, and which is to be found in all things which are real, although revealed
only in meditation and in the production of works of art.

Notice how perspective, which is the typical quantitative construction of space, is elab-
orated in both Klee's painting and theory: or note the almost alchemistic treatment
through which the chromatic scores emerge from the quantitative graduation of chiaros-
curo, seeking in each note not just purity of tone, but the critical point of the passage
from tonal volume to quality of timbre. The true meaning of this unceasing metamor-

.phosis is therefore this: quantities are continually being raised to the leve! of qualities;

and since this level is the level of consciousness, this last transformation can only
take place in the mind of man. This is the humanistic foundation of Klee's art and doc-
trine. '

The quali}-y value will only be reached finally when the form produced, or the art cbject,
contains within itself all human experience, the sum of human experience since the
beginning 6f fime. The work of art will be, even so, an object closed within its own finality,
but it‘_.'”'-mproject itself upon the spatial horizan of the universe and the temporal horizon
of hufﬁaﬁ’ity. The work of art, since quality possesses individual character, must be
elaborated by the individual, but it will acquire a collective meaning; its power will be
incommensurable, its active presence will never be erased from the world. The artist's
waork, though it proceeds according to his own rhythm, will intertwine itself with the work
of all mankind. ‘We wish to be exact, but without limitations'; fimitation is logic and
calculation which determine the mechanism of modern productive techniques, the
techniques of indusfry. We do notwish to destroy these techniques which possess almost
unlimited possibilities: we want to develop them into more subtle and penetrating tech-
niques harnessing both action and knowledge, manual and mental activity.

The Bauhaus had a definite programme: to restore prdduction, which industrial tech-
nigues had developed only in a quantitative sense, to the search for quality values, in this
way preserving autonomy, the creative possibility of a real existence, and, finally, the
freedom of the individual in a society which was tending more and more to become a
compact and uniform mass. But what are these quality values? The attitude of the Bau-
haus on this point was ambiguous: in the first period at Weimar, following in the wake
of the Werkbund, themes and procedures characteristic of ancient craftmanship were
re-elaborated in an attempt to reduce fraditional aesthetic values to a schematic system
which could be applied to new industrial techniques. In the second period at Dessau,
following the example of the Dutch group De Stijl, quality was sought in formal abstract
concepts, in a mathematical rationalisation of the form selected as the image of the
supreme rational quality of the human being.
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Research, however, remained dlalectically linked with the question of quantities; in the
first instance attention was concentrated on an attempt to preserve certain traditional
aesthetic values, whilst increasing the quantity of production; in the second instance,
quality was transposed to the level of conceptual abstraction, leaving to production the
task of mass-producing the model. It was precisely on this point - whether to conceive
quality as a mere model or as a value which manifests itself and remains inherent in the
object — that there arose the famous conflict between Walter Gropius and Theo van
Doesburg: this was one of the factors which caused the Bauhaus to change its pro-
gramme to a more constructive level.

Klee was in fact the man who gave the search for quality a completely new basis, and made
it & search for an autonomous and absolute value, which, though derived from guantity,
is irrelevant to quantity itself. Quality for him was the ultimate product of the individual's
unrepeatable and unique experience; one achieves it by descending into the depths and
by progressively clarifying the secret springs of one's actions, the myths and recollec-
tions lurking in the unconscious which strongly influence consciousness and action,

One must reach out for the point of preﬂ‘guration, the agony of death already suffered,
without which there can be no completeness of existence or experience. The world we
leave behind in this descent (which is also an ascent to superior spiritual forms) is the
world of quantities, the dead world of forms already used, the world of logic, of positive
science, of the masses, of politics, the three-dimensional world, in which everything
assumes proportional and quantitative relations, the world of social classes character-
ised by degrees of power.

The world of qualities which opens out the more one descends into the unconscious
depths, is not the world of forms already dead and established, but the world of nascent
form, of formation, of Gestaliung: it is the world of unending organic relations which are
born of real encounters and are measured by the effective strength which each image
develops in its particular condition of space and time. :

And since it is no longer admissible to draw any distinction between an cbject which is
real and one which is imaginary, each image, being a moment of experience and of
existence, |s no [onger a fixed and detached representation but presetves almost physical
vitality. The transition from lower or passive forms, traditions or habits or remembrances
which hamper man’s freedom {Husserl calls them 'So-sein”), to superior forms, in which
freedom has its highest expression, that is to say creation, is accomplished in the image.

The image will continue to live in the world as a representation of the moment of the
individual’s authentic existence, of his existence in the world. It will be the password
among individuals, a vital link amongst the members of a community. ,-"/

Klee never loses sight of other men, the community; he always tries to consider society
as a single and multiform individual, with its own life story, its own ‘Erlebnis’, Unlike

Mondrian he does not conceive of an ideal society, which finally and peacefully settles
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down into a common acceptance of incontrovertible rational truths; he prefers to seek
the reasons for commbn understanding in living experience, in the history and pre-
history of humanity, of the ‘people’, instead of in utopian plans for the future.

In society, individuals appear to him to be bound together by old ties, by the spirit of
clan and tribe, by a host of beliefs and terrors, of myths, magical rites, superstitions and
taboos; these are the ties which unite them organically to nature and the cosmos.
. hevy he v

By understanding his own motives, the individual does not isolate himself in his own
meonad; on the confrary, he re-discovers in the myths of the unconscious the commen
roots of man's being and his existence. Not only does he discover the relationship, but
the unity of the one with the whole. [n the world of guality, the mythical images shed all
nocturnal shadows and become as clear as platonic ideas. The passive genesis (as
Husseri would say), which collides with memory and matter, becomes active genesis.
A now solidarity is established, independent of the objective rationality of certain accepted
rules, but dependent on the discovery of a common origin and common ancestors; an
origin which renews itself each moment, transmuting death into birth and giving to
action a genuine creative meaning.

The vast cosmological vision evelved in Klee's theory does not supply the key to the
symbolic or semantic interpretation of the images and signs which appear in his paintings:
it rather explains how each one of those images, each of those signs, contains a truth
which each man will read according to his own experience and will find a place for in
the rhythm of his own existence, and yet retains the same value of truth for everyone.
Klee anticipates Adorno’s thesis of ‘Alienation’ and seeks the maximum ‘alienation’ or
‘consumption’ of artistic value in a maximum of quality and purity, in the elimination
of all formal schemes, in the conquest of value which possesses both clarity of form as
well as multiplicity and transmutability of meanings, the vitality, the capacity to associate
itself with everyday life, which are characteristic of the image. The association with
everyday life, the possibility of the work of art existing on a practical plane: this is another
theme which links Klee's poetics with the Bauhaus didactics.

It was Marcel Brauer who perceived the real significance of Klee's teaching at the Bau-
haus; to Breuer we owe the fact that Klee's world of Images has become an essential
component of what is known as Industrial design. The tubular furniture invented by Breuer

in 1925, thread-like, suspended in improbable yet faultless equilibrium, precise and

mechanical gadgets animated by a silent and vaguely ambiguous vitality, as if from one
mement to another they might re-enter and dissclve into the space which they do not
occupy, is certainly born of Klee's nervous and intense graphics, and the currents of
strength which he infuses into his lines. This furniture inhabits man’s space like Klee's
images Inhabit the space of his slanting and oblique perspectives, and of the mobile
depths of his tonal layers. This furniture too is born of an invisible dynamic of space,
and whilst fulfilling its function with impeccable accuracy, traces a new dimensicn in
which relations are clarified, and values are brought to the purity and transparency of
quality.
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The capacity of the imaga or of the object-image (and every image is already an object)
in no way contradicts the rational faith of the Bauhaus. If rationality s not an abstract
formula, but the character of existence and human action, then the final distillation of
experience which is achieved in art, in the ulfimate analysis, is the work of a rational
being. Klee's didactic aim and, in a wider sense, the exemplary educative meaning of
all his work is to show how, through all the meditation and active creation which con-
stitutes artistic activity, experience performs ever widening circles until finally it touches
the furthermost limits of the universe and returns to the point of maximum intensity, that
is, the point of formation, of Gesta/tung, where each sign signifies at the same time the
individual and the werld, the present and all time.

Klee continued teaching at the Bauhaus even after Gropius left, even when, owing to the
increasing hostility of German conservative circles already mature for Nazism, life at the
school became extremely difficult. Probably he feit that whilst the rationalist utopianism
that had inspired the programme at the Bauhaus had already collapsed under the strain
of events, his idea of a rationality without formulas, rooted in experience and aimed at
redeeming the shapeless contents of the unconscious, could still survive, perhaps
might be used as a fighting weapon or a defensive weapon against the outbreak of viclent
political irrationalism. He himself, it could not have been otherwise, was overwhelmed
by events; and if in the presence of historical reality Mondrian's poetics appeared as the
postics of utopla, his own appeared as the poetics of a dream.

This appearance does not correspond to the truth: Klee's poetics are not the poetics of
a dream, but the verification, point by point, of an experience which in its fulfilment does
not fear to cross the threshold of dreams nor even of death, since death and dreams are
still reality. When, after the second world war, the virtues and defects of the previous
generation, the vanguished generation, were laid bare, and the rationalist utopia was
condemned as one of the factors which had weakened resistance and paved the way
for the defeat of European intelligence, it was realised that the germs of a possible ‘over-
coming’ of rationalism were already present in Klee's work and teaching. An ‘overcaming’,
however, which did not imply the denial of rationality nor the disavowal of utopia, but gave
ultimate scope to the functions of the rational being, representing him as a continuous
process, a continuous redemption from life of lost spaces and times.

Thus even after his death Klee's poetics and didactics continued to operate in times
completely different from those in which the artist had so sadly lived and in which he
had placed his hopes with so much faith. Perhaps we owe It to Klee's poetics and didac-
tics, to the fundamental humanism of Erasmus and Diirer which pervades them, that at a
distance of years Wols was able to temper the ferocity of his despair with a little human
pity and Dubuffet to mingle a few notes of tenderness with his social cynicism.

Giulio Carlo Argan
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1019/113: Medfiation (self-porirat) the innermost heart, | write the words on the
Lithogragh (1), o forehead and round the corners of the mouth.
1932/z &: Scholar {se/f-porlralf) g My human faces are truer than real ones.
Qil on canves on woaod (2), ' If t were to paint a really truthful seli-partralt, you

would see an odd shell, Inside it, as everyone'

‘There ara soma who wlll net acknowledge the should ke made to understand, would be myset,
truth of my mirror. They should bear in mind that | |1He the kernel In a nut. Such & work might alsc be
am net here to reflect the surface {a photographic called an allegory of cruet fermation.’

plete can do that), but must leok within, § reflect
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Intreduction How the pedagegic writings came into belng

This boak is the first full collection of Paul Klee's ideas on farm and artlstlc creation.
Thase copious notes in which ha has set forth his thoughts on the pictorial elements,
on content and on style, give us new access to his creative work. The theoratical discus-

_ sions and analyses are accompanied by drawings which illustrate and elucidate the

context.

Text and illustrations ferm an organlc whole, revealing the profeund harmony between his
ideas and his methods of work. Klee himself said expressly that his "disceurse’ should
not be considerad by Itself but as a complement to his pictures.

Movement stands af the centre of his thinking about form - frem the simple forms te the
complex combinations of pictorial elements, The opiical foundations of his theory of
form, as here presented, provide a remarkable gulde to his pictorial world.

Klee's teaching activity - which was always closely bound up with his creative work -
helped him become aware of his own way of working. The logic of pictorial thinking is
determined by the plcture and gees its own specific way, To be an ‘ahstract' painter
meant for him to distil pure formal relations. The aim of his teaching was to promeis an
‘inner' movement, to encourage the creative disposition,

"We should simply follow our bent... Wishing to provide things one can be sure of, |
limited myself tc my inner being,” What a magnificent blueprint for freedom, given by an
artist whose many-sided theory and advice might sometimes suggesta restriction of
artistic freedom. Restriction? No, in these meditations he looked more deeply into familiar
views of the world, and boldiy anticipated a mode of pictorial thinking which then, more
than thirty years ago, seemed to lack theoretlcal foundation.

Creative artists have oftan felf the need - whether to dispel misunderstandings or to
clarify their own ideas by setting them on firmer ground ~ to formulate theirinsights in
tanguage. A fow names may suffice - these are Klee's preceptors, whose writings he
studled assidugusly during his years of development: Lecnardo, Philipp Otte Runge,
Delacroix, Feuerbach, Saurat, and not least of all van Gogh (as late as 1918 Klee cited
Feuerbach and in his theory of colours he referred to Delacroix).

21




Already at the age of twenty-three, Klee felt [aws to be decisive, and that one should
not begin with hypotheses but with examples, no matter how small. ‘If | can recognise
a clear structure, it gives me more than any high-flown theoretical graphs; the typical
will come automatically from series of examples.! Seeing the architectural monuments
of Rome in 1802, he was convinced that the relations of parts one to another and to the
whole correspond to hidden numerical relations present in other works of art and
nature; that these numbers and proportions do not signify something cold and rigid,
but breathe life; and that their importance as an aid to study and artistic creation is
clear, The feftmotfv of the journals from his Italian journey is ‘the waking, not the dreaming
human \spirit'. His visit to Italy brought him the insight that noble style is buried in
the perfection of technique. ‘A single summit, Leonardo,’ he notes, ‘drives me back to
the noble style, but without the conviction that | shall ever get along with it

In this period of the first clarities, he became aware of the fundamental importance of
pictorial technique: ‘Creative art never begins with a poetic mood or an idea, but with the
building of one or more figures, the harmonisation of a few colours and tonalities . ..
What uninspiring things, canvas, sizing, underpainting. And nothing much maore
alluring about line drawing or the treatment of forms — how long will it be until 1 experience
these things? (for the present the art of life holds greater fascination).’

His first years of study in Munich and the teaching of Franz von Stuck had not breught
him the experience of pictorial dimensions. ‘If this teacher had taught me the nature of
painting as | later learned to teach it, | should not have found myself in so desperate a
situation. ‘Apprenticeship is everywhere an enquiry into the smallest, most hidden things
in good and evil,’ writes Klee in summary. ‘Then suddenly one begins to see one's way
and the specific direction one must take.’

In his journals from 1900 to 1918, he speaks in brief aphorisms of the artist’s specific
method and of the dimensions of the picture. In the course of a slow, steady develop-
ment the relation between thought and creative work grew firm. He resolved to fuse
formal expression with his view of the world. In his cwn words, he built simultaneously
on the law and on the work of art - on the foundation and the house.

At exhibitions in Munich from 1908 to 1912, Klee became acquainted with the work of
van Gegh, Cézanne and Matisse, After his encounter with Cézanne, he noted: 'This is the
teacher par excellence, far more so than van Gogh' (1909). He was profoundly impressed
by Matisse: 'With the results of impressionism he turns far back to the childhood
stages of art and achieves amazing effects.' Klee early recognised the value of children's
drawings and in 1912 pointed out that there are still primordial beginnings to art, such as
we find in ethnographical collections and at home in the nursery . . . 'The more awkward
they are, the more instructive an example they offer us.' (Klee diligently collected the
drawings of his son Felix and other children.) ‘With the expressionists,’ he wrote,
‘construction has been elevated to a means of expression’; the skeleton of.the pictorial
organism, he said, was again-receiving due emphasis. He called cubism a school of the
philosophers of form. It is nothing new, he said, to think of form in terms of definite
measurements that can be expressed in numbers; but now the idea has been extended
to the formal elements: all proportions are reduced to forms such as triangle, square,
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circle, His ideas on cubism and expressionism are set out in an article which he contri-
buted to Die Alpen (1912), on the exhibition of the ‘Mecderner Bund' in the Zirich
Kunsthaus (he himself was represented in the exhibit with a few watercolours). In this
article he raises the question: is it necessary to do away with the object for the sake of
construction? What he had in mind was a union of constructive ideas and ‘free
breathing'. Art, he held, is net a science, but on the contrary, a world of diversity.

His search was intensified by Der Blaue Reifer and the impressions of his trip to Paris
(1912) in the course of which he became acquainted with the works of Henri Rousseau
and Picassc. Delaunay, whom he met in Paris through Marc and Macke, lent him the
proofs of Guillaume Apollinaire's Méditations esthétiques, (In anticipation of Klee's visit,
Jean Arp had sent Delaunay Klee's article on the 'Moderner Bund’.) Klee was particularly
attracted by those of Delaunay’s pictures 'which carry on a perfectly abstract formal
existence without the benefit of motifs drawn from nature'. For Der Sturm (Berlin,
January 1913} he translated Rphert Delaunay's article ‘La Lumiére’, a short summary of
the basic ideas of Orphism. The cesmic phenomenon of multi-dimensiconal contacts was
revealed to him. And indeed Klee held that the actual substance of painting was to be
sought in glimpses of harmpny between content and colour. His aim of unifying the light
relations of several objects in @ condensation of colours, was fulfilled in the watercolours
done during his trip to Tunisia (1914},

The war found Klee in Germany, spiritually prepared: ' have had this war inside me for a
long time,' he notes in 1913, 'so it does not inwardly congern me. Only in memory —for one
does think back semetimes — do | live in that shattered world. What a remarkable destiny,
to be the scales between here and there, scales on the frontier between today and yester-
day. Today is the flux between the two. The great crucible of forms contains ruins to
which one is still somewhat attached, They provide the material for abstraction.’

In 1916, in the midst of a period of fruitful work - a few days after the death of his friend
Franz Marc ~ he was called for military service. He took with him a drawing pencil and
painting materials.

Later he wendered whether if he had gone on living quietly, his work would have advanced
as rapidly as it did in 1916-17. ‘For a passionate drive towards transfiguration seems to be
bound up with a great change in one's mode of life.’ Looking foerward, he made plans for
the future; his inner vision attained new depth.

Early in 1917 he was transferred to the finance office of a Bavarian aviation school in
Gersthofen, Here he worked as a clerk and led a quiet life from which his artistic activity
benefited. He did his painting in the desk drawer - this secured him against surprises.
*Ancther Sunday in camp. Finance officer suddenly called away on leave. At last |
worked hard, painting and drawing, and in the end I didn't even know where | was. In
amazement | looked down at my cruel war-like boots ... Thanks to the absence of the
finance officer, | am master of the offices every evening and can spread out comfortably.
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Kiea possessed g collactlon of natural objecta 1
that he used 1 studying the nature,

appearance, and stracture of the most diverse
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1834/ 11: Callx abdaminis (Belly bud).




Everything eround ine sinks away and my work comes Into being aa H by [tsalf, Rrpe
graphic fruits fall fg the ground. | am planning to enrich my apare time by gainting.
“‘Perhaps | shall pttch £amp agaln in the woods and set.up a fine daylight studic and
take -from nature a little of her spice. How full the impression of fimelossness at
noon, the kriife-edgo balance of existence when even breath may hardly whisper. Here all
aclion is purely mechanlcal mere appearance. Nothing matters buta Iong,ful1 glance
within.'
Despite outward difficulties (during whlich his father's house in Berne was always open
to him), the war years brought the knowledge that in art it is less important to see than
to make visible. "What an attractive destiny, to master painting at this time; as | think this
over, the phonograph grinds on tirelessly. Around it heads are grinning and diabolical
masks peer in through the window. New things are in the making, the dlabolical is fused
with the gelestial; the dualism will not be freated as such, but in its complementary
unify. Th_é-conviction is already present. A simultansity of good and evil.’

Even before his discharge from the army, at Gersthofen, in Bocember 1918, he completed
the first draft of his Schdpferische Konfession ('Creatlve Credo'), provislonally entitled
“Thoughts.on Graphic Art and Art in General’. Itis a study of form and content from the
standpoint of the new methods. With striking clarity he eketched the foundations of a
dynamic donception of form. What he had neted spontaneously but i in fragmentary form
in the Journals - hls search for a dynamic view of the world - was for the first time
exprossed clearly and systematically in the ‘Creative Credo’ (1820).

Here he set down thae insights that were to provide the fouridations of his work and of his
thinking. He was preoccupied with the Idea of a duality of concepts joining to form a
unity: movement and counter-movement order themselves in meaningful harmony
and become functions In pictorial space. Every energy demands ite complement through
which it achieves a state of self-contained rest, above the play of forces. To this state of
rest corresponds the ‘simultaneous conjunction of ferme’; metlen finds its fulfliment in
the equilibrium of rest. He was encouraged to write this essay by Kandinsky's article
‘Malersi als reine Kunst' (*Painting as.a Pure Ari'} which had appeared toward the end of
the war (September 1918) in Herwarth Walden's manifesto 'Expressionismus — die Kunsi-
wende' (‘Fxpressicnism ~ Art at the Turning Point*). In the same month he noted in his
diary: "An excellent, outstanding article. It is at once so simple and so full of the light of
intelligence. The purest clarity, utterly convincing. And still people clamour for clarifica-
tion. Why, & maxim such as "The work of art itself becomes tha ‘subject' ' says every-
thing there is to. say.

Fraad from the pressure of the war, Klee was filled with an uncentrollable desire to work.
In 1919 he was in a position to say in a letter to Oskar Schlemmer: 'Anyone whe has
seriously concerned himsslf with art in the last few significant years is bound to know
perfectly well who 1 am.’ The statement was jusiified, The enthusiastic- approval of
Theodor-Diubler, axpressed in a number of articles, had greatly encouraged him. Other
voices followed. In 1920, Leopold Zahn and H. von Wedderkop published their mono-
graphs, in 1821 Wilhelm Hausenstein put out his Kafruan, oder eine Geschichte vom Maler
Klee und von der Kunst dieser Zeif. Thesa hooks met with an extraordinary response.
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Paul Klee's studlc In Schloss Suresnes,
Warneckstrasae, Munich,

whers he worked from 1910 to early 1921,

Hausenstein's poatic and highly expressive work in particular atiracted the young pecple -

to these new worlds of form.

Meanwhile Klee had moved his studio from the Mlnchner Ainmillerstrasss to the lttle
Schless Suresnes in the Werneckstrasse. He made music with his frlends - Kleo's
predilaction for Bach and Mozari is mentioned several times in our text. Kubin, Carossa,
and Wolfskehl came fo see him. He wasin centact with Rilke who from Soglio in the
Bregaglia sent him a print of the 'Ur-Gerdusche’ with a personal dedication,

Now that Kieé was beginning to be more widely known, the question of a teaching position
presented itself. Oskar Schiemmer, chairman of the Student Committee of the Stuttgart
Academy, backed by a number of friends, members of the so-called Uscht Group,
trled o put through his appointment as Hoelzel's successor.

A violent controversy resulted, The students threatanad to strike and issued leaflets.
One of these, written by Schlemmer and Willi Baumelster, bore the characteristic title:
'Criticism as the Art of Lying', One of the arguments against which they had to defend
Klee was that so dreamy and ethereal an artist could not be a teacher.

Klee’s application was unanimously rejected by the faculty on the ground that 'Mr Klee's
work as a whole reveals a playful character, in any case not the powerful impetus towards
structure and composition that the new movement rightly demands’. The raply wag
signed by Prof. Heinrich Altherr, director of the Academy.
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Paul Klea,
1821 pt Possenhofen en the
Starnberpersee.

Wh|ra his application was still pending, Klee wrote in a lotter to Schlammer (2 July 1919):

. | should like to make it clear at the very siarf that my willingness springs from the
reallsatlon thatin the long run | shall not, with a clear conscience, be able to avoid taking
a profitable teaching position. The essential, it seems to me, is that you insist on the
necessity of appointing an artist whose art is alive and sufficiently in keeping with the
spirit of the times to serve as a guide to youth.'

In October 1920, without preliminaries, Klee received a telegram signed by the ‘masters’
of the Bauhaus, Gropius, Feininger, Engelmann, Marcks, Muche, [tten, and Klemm.
'Dear Mr Klee, We unanimously invite you ta join us In Weimar as a master of the Bau-
haus.” Klee had been atiracted to Stuttgart by the student body's support of his appoint-
ment, Here again this condition was fulfilled. Walter Gropius assured Kloe of full freedom
within the frameworlk of the Bauhaus plans, and wrote him: *The students are overjoyed
at the idea that you might come 10 us. All of us are expecting vou affectionately. We ara
looking forward 1o a quick Yes. | have been waiting a whole vear for the moment when |
couid send out this call. Perhaps It would be best if you should came to see us at once, 80
that wa can talk e‘.rerythmg over on the spot. It would be splendid if you should decide to
come. Then we shall be abls to develop the strong ﬂtmusphere we need, more guickly
than we had thought.

Two of the masters had just resigned. Groplus confided In Klee: ‘It goes without saving
that the blow has produced a kind of fever, but we feel strong, and the government seems
to be with us against the philistines. Now it will be possible for our undertaking fo become
something pure and | think great. We must beg you te come saon, because otharwise the
maggots will start digging again, and for a number of other reasons.’

Two days before Christmas 1920, Klee received government appreval of his contract with
the Bauhaus. 'l am glad’, Gropius wrate, ‘that all the difficulties have been overcame,,
Your studic will be palnted in the next few days, so that we may be ready for you at 1he
beginning of the New Year.'

At the beginning of 1921 Klee described his first impressions of Weimar to Lily, his wife

(11 January): ‘Last night | moved into the “Haus zur Sonne” on the Horn ... a real
country house on the heights above the park. My way to the studio fakes me through the
gardens past Goethe's summer-house, across the lim and wp to the ruins ... (13 Jan~

uary): ‘'l am pretty well settled at the studio and was able to start painting today. The large
room is still quite emply; it measures 10 by 11 paces and has good walls for plctures. |
have not bought any furniture yet; | have been able to pick up the most necessary items at
the Bauhaus - as in the Army.’ Three days later (16 January) he described the atmosphere
of the Bauhaus: 'Yesterday | devoted my fime to the Bauhaus and was shown around for
the flrst time. [n the morning ane of the masters was working with the preliminary class.
When | want in at 10 o'clock;tﬁe& were having a break. The master, in a wine-red suit, was
standing with a group of boys and girls who were showing him thelr work, He gave one
group a written exercise to do on the words of Marlechen sal on a stone. They were notte
write until they could clearly feel the spirit of the song. But these were more advanced
students, not the actual beginners,




‘Then the break was over. We went into the next studio, an immense room. One wall
was lined with racks of experimental studles showing the properfies of differont mat-
erials. They looked like hybrids between toys and the art of savages. Along the other
three walls students were sitting on three-legged piano stools, with tables in front of
them. The stools were red, wooden with iron legs. Each student was holding an enormous
piece of charcoal; before him he had a drawing board and 2 sheaf of scrap paper. After a
few turns round the room the master went over to an easel holding a drawing board and
scrap paper. He seized a piece of charcoal, his body contracied as though cﬂar‘ging itself
with energy, and then suddenly he made fwo strokes in swift succession, .

"Two strong lines, vertical and parallel, appeared on the scrap paper. The students were'
asked to imltate them. The master looked over their work, had a few of the students do it
over again, checked their posture, Then he ordersd them to do itin rhythm and then he
had them all practise the same exercise standing. The idea seems to be a kind of body
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Human movement.

Breakdown into diffarent rhythms, Movament
characterieed by varylng Intenslty and

by change of position.
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1930/C 3: Jumper.
Varnished watercolour on ¢otton and wood [1].

Schemailc example of change of position [2]:
‘Superimposed maments of movement.
Alternate forward and backward movement, of
arms and [egs In walking.

Schematlc detall from 1820/ 1 : Landscape

with fishernian. Drawing on coloured papar

{fuily reprodyced in Erohmann, p.387) [3].
Spatio-tamporal summation and

inteng|fication of moments of movament,

*The function of a movement can be directad
backward in time, towards the presert, or forward
In time. The cardinal question:

“How shall I glve form to the movemant fram here
to there? embodlos 2 time factor.

1819014 Gh-ah, vou &trong man!

Drawtng IV for ‘Corinth, Potsdamer Platz’ [411.
'Visible mobliity la creatad by successive
Increass or dacrease In the auantity or qualliy
of the energles employed {movement In all
dirsctions - “complicated -offensive").’

massage to train the machine to function with feeling. In very much the same way he drew
new elomentary forms (triangles, circles, spirals) and the students imitated them, with
considerabla discussion on the why of it and the modes of exprassion, Then he said
something about the wind and told a few of them to stand up and express the feeling of
being in a storm. Then he gave them their assignment; to draw the storm. He gave them
about ten minutes, then looked over the results end criticised them.

‘After the crificism they went on working; one sheet of paper after another was torn off
and drepped to the floor. Some of the students worked with great gusto and covered
several sheets at once. When they were all tired, he let the preliminary students take the
assignment home with them for more practice.

‘At five In the affernoon & class in “analysis” was held in & large room resembling an
amphitheatre, It is a kind of lecture hall, except that the audience sits not on benches but
on the steps. In the pit stands a blackboard with a sheaf of scrap paper. Way up ontop a
projector. Again the master moved abo ut, getting things ready and ioading the projector.
Then he showed slides of formal elements which were intended to lead up to Matisse’s
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The Dance, which followed. After showing the picture, he had the students draw diagrams
of the composition, once he even made them do it in the dark. Then he had them correct
their diagrams after the model and do come schematic drawings of single figures. He
climbed up and down the steps constantly, watching and criticising. | sat in the corner
way up top, smoking my pipe. I'll be back home with you all in another week. Be sure nat
to put the chain on the door Saturday night.’

That spring, Klee began to work at the Bauhaus. (14 April): 'Tomorrow |1 am faking over
the hookbindery and also posting up a course in practical composition.' Speaking of this
class in bookbinding (with only four students) he wrote hopefully: ‘Perhaps in time | can
put a little life into it. Up to now the work has been good and solid, but | have seen no
trace of a new spirit.’ Klee began his lectures in May of the same year. His first lecture
series attracted forty-five applicants, of whom thirty were accepted.

He reported io Lily at length on his first class (13 May): ‘Today 1 held my first class, and
something extraordinary happened. For two hours 1 spoke freely with the students.
First | discussed a few paintings and watercolours by W. and others. Then | passed
round ten of my own watercolours and discussed them at length from the standpoint of
their formal elements and composition. The only trouble is that1 was thoughtless enough
to dea! with the material so minutely that | shall have to paint some new examples for next
Friday. Or perhaps the students will have submitted some more work by then. Just as |
was illustrating the relativity of the concepts *light” and “dark” by the excellent example
of baths of different temperatures, there was a knock at the door and in came a policeman
who gave one of the students a good scolding in Saxon for not reporting to the police.
He was greeted with a good deal of merriment as you can imagine, and you can also
imagine that as shepherd of a flock so undaunted by the dignity of the law, | found myself
caught between two fires.’ Klee went on to write that in the same summer semester he
would analyse a pair of paintings for their polyphonic style, using four or five examples.
‘Perhaps in spite of the Bauhaus Exhibition the students ‘will contribute something;
otherwise the course will just have to be a bit shorter this time.’

Klee quickly adapted himself to the ways of the Bauhaus. His schedule {seven or eight
hours a week) comprised: his two-hour lectures on theory, the afternoon form workshop
- the problems assigned are included in our text - and a class in creative painting, during
which he often spoke about his own pictures, In addition, he first taught glass painting
and later on weaving.

While the ‘Contributions to a theory of pictorial form' were in the making, he wrote to
Lily: ‘Here in the studio | am working on half a dozen paintings, drawing, and thinking
about my course, all at once, for everything must go together or it wouldn't work at all. 1tis
this natural way of doing things that gives me strength. The life and bustle of Weimar
do not exist for me. 1 work and never speak to a soul.’ B

In 1924 twelve students attended Klee's theoretical cours'e; in Dessau he had over thirty
students, although not all of them went to his painting class. In connection with Klee's
lectures - a systematic discussion of his experience of painting and life — one student
declared: ‘His teaching was never instruction in the conventional sense. The full expanse
of his thought and experience was accessible only to those who participated in the
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fullest sense.’ In his painting class the students had to explain what they were trying to
do. Klee would pick up a slate and draw the desired effect.

The aim of his teaching was to reveal the life-giving element in artistic creation, to illus-
trate it by dynamic arrangement, and to formulate the laws of ari as simple rules. 'Educa-
tion’, said Klee, ‘is a difficult chapter. The most difficult. The education of the artist above
all. Even if one supposes it to be continuous, even if one suppeses that there might be a
certain number of real educators, many remain within the realm of the visible, because it
is enough for them. Few gotto the bottom and begin to create. Most stick rigidly to theories
because they are afraid of life, because they dread uncertainty.’

In his first years at the Bauhaus, Klee prepared his two-hour lectures in every detail. In
November 1921, he wrote to Lily: "The locture went quite smoathly yesterday, | was pre-
pared to the last word; this way | don't have to be afraid of saying something thatis in any
way irresponsible. From,the principles of perspective | went on to the sense of balance
in man. In the next practical exercises we shall be working with balance, making static
constructions with stone blocks, and then we shall work from these models,'

From his notes- he called them 'My contribution to fundamental principles and the
theory of form’ - we can reconstruct his teaching activity over a period of some two years,
with the help of dates and schedules. The hackbone of his courses was provided by the
lecture notes contained in 'Contributions to a theory of pictorial form’, which are pub-
lished here in their entirety. They cover three semesters, from winter 1921 to winter 1922
Kiee himself published a short excerpt from this text in Dessau in 1925; entitled Pédago-
gisches Skizzenbuch ('Pedagogical Sketchbook') (Vol.2 of the Bauhausbiicher), it achieved
immediate fame. The little volume bore the sub-title: The Original Foundation of Part of
the Theoretical Programme of the Bauhaus al Weimar. In the present work this partial
edition is followed by the complete text of the lectures on theory.

The body of his doctrine of form came into being at Weimar and at Dessau over a period
of barely five years (1920-5); it was later amplified to meet new problems and adapted to
his teaching requirements; new sections were added. Klee left more than 2500 folio
pages of pedagogic notebooks (consisting of memoranda, teaching projects, constructive
drawings, and sketches for his pictures) from which it has been possible to collate
additional courses of instruction. These are chiefiy concarned with amplifications of the
theory of perspective, a subjective theory of space, shifting viewpoint, composition,
rhythms and rhythmic structures, and static-dynamic synthesis, This material provides
us with many new axioms. In edifing these complementary sections | have kept to the
outlines drawn up by Klee himself. Thesé new methods made it possibie to undertake
analyses which show the functional process of motion to be the dominant centro of the
picture’'s content.

Forthe Bauhaus Report that appeared in 1923, Klee wrote his basic Wege des Naturstudiums
(‘Ways of Mature Study’). This publication, the Jena lecture of 1924 and the essay Exakie
Versuche im Bereich der Kunst (‘Exact experiments in the realm of art') 1928 areincluded in
our chapter ‘Towards a theory of form-production’. The Jena lecture constitutes a kind
of programme for his entire thinking on the subject, which is illustrated herein a wealth of
concrete examples.
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This juxtapesition of formal examples develeping into finished pictures and of theoreatical
texis {5 systematically carried aut hera for the first tfme, It is in keaping with Klee's plans, {
meny of which were found in his papers after his death. In 1925 ha husied himself with
the preparation of a Pictorial Mechanics, or Theory of Styfe, which had been several times
announcad by the Bauhaus.
We have tried to bring out Klee's cencern for multi-dimensional simultaneity with the
help of typography - that is, by our arrangement of his form studies and creative work.
Cur intention has been to give tha dynamic forms their full exprassive valug through
adequate use of empty space; and thus to guide the reader directly to the pictorial action,
In the manuscripts, carefully executed gouaches and pen and ink drawings alternate wlith
! quickly tossed-off pencil sketches. Klee's lecture notes include constructive drawings,
often geometric axercises serving to elucidate pictorial laws {he drew his illustrations on
! _ the blackboard).
Fol purposes of reproduction it has been necessary to copy certain of the schematic
pencil sketches. These copies are easily distinguished from Klee's original shetches and
constructive drawings with their delicate calligraphic line.
From year to year Klee modified the subject matter of his lectures. In connection with his
pictures he wrote: 'Whenever, during creation, a type outgrows ils genesis and | arrive
at the geal, intensity disappears and [ have to [ook for something new. In production it
is the way that is important; development counts for mere than does complation.'
And just so for his thinking.
in working out new lines of thought, one requirement was crucial for him: not to fixate
one point but to leave his mind’s eye absolutely free. This accounts for the corrections
and additions to his manuscripts.
Marginal notations and subsequent deletions are indicated in our netes. The peculiaritias
of language due to his cral delivery and Swiss dialect have not been changed.

In the course of his formative years, Klee noted: '‘Busy as a hae collecting forms and
perspectives from nature'. At the Bauhaus his nature studles underwent a change: the
emphasis was new on the obzervation of functional processes and motion. 'First give
i space and form to the smaller living functions, and only then build houses round them,
as in the apple, the snailshell and the human house."
He triad to find out how form arises in nature, The honeycomb or the water cycle served
him as a theme for variations. Simple crafts such as plaiting, weaving, sowing, masonry
showad him the ‘original, primordial roads te form', and answered his quastion of how
form comes into being.
While still in Weimar he wrote to Lily (1924): 't am locking forward to the herbarium and
am surprised that these treasures of form didn't reach me long age'. He mads use of all
i gorts of structures, such as seed pods and flowers, to investigate the relations between
” kernel, inner space, and actual shell. In longitudinal sections and cross sections, in the
interpanetration of base and elevation, he explored their structure, combined many
aspects of the material world, and blended them into new form. From fragmantary Insights
inte the world of form, intricate new organisms developad. Klee wrote!: "When several

Paul Klee In 1924 \ '
In hig studio In the Bauhaus 2t Walmar, aspects interpanatrate, the structures must be capable of life. The harmony betwoen

34 t 35




w’r&!e e walhs fccft

Li T, vonywstetlin fwr enigey Juhwor dijtie € clon pagy Ao

[ny WEHn A A dielf
"-‘Mﬂfa w ) Wi ©t It

i medy ale
j m‘gﬁtwl dmy&af
WWM?&V

. ':,_{. 4WWL dtbﬁ““
M,ﬁ? P"“ﬂ“’ Hfand aus

J»ﬂm o Emes Sihnst
L ey e P
B /jm‘fx ﬁh- LP“L!H

Jhr&n ik dee ?fande;

gmmﬁat& Mol . Jas Hewy dun

T‘“—g’“‘ir die Regimen

L E"zi}'r’m:e 0'&"5”'4{’3""“36 uf%/h'v Mnbﬁm_d/l‘ 5.‘((!5 u\";-t’dg 15F-— qugy{-
By Jolish cwf amenes we.ZLsiI.. Flye widt , vou dines th me
""WI(’&? g $ide fbw;,k:.tﬁu F 5 P:Ffea‘ﬁ ok, aur,[gwu.sh.., e

Aoy
- wiedn jesondentt. fwere, wwt crdbafh g v 1 ok Binas iy R‘ o

/ﬂ&u fc f .J. it hlafon éct Paenones Jt;n uL&ip:}:%i

kA die Spa o aak dn Wa
o }-“galfe{' Du Y%H&—!’a}fb ﬁf-‘ﬁmo} 4slr ™ fb-t,(qn.

Washttn o
. 4‘ g Eﬁﬁfﬁm n “j/ pdian A’Aﬁ vl ik phitih. o
..C‘}ww o (:? o5 wokd Ghadid Ao wns. :;ﬂai; o sovsin el

: {'.a_ﬁ ahle
de. xnrf Jhdﬂhv p{!'-M'u$ -/ﬂ'wuzb " “gm' ot 66&‘&.&! SP&’“

aR vor ram’. d!emmuui v ei’wfawa tr Juh 5"“"’1&"*

T agud ‘fMu' 1&1{ %Kmymsu il &ei& wwf:);

d’s-« Mﬁff&u vﬂ!‘fw;rm., EIM ?8&11‘4 fpm‘]

I‘J" man Taoka qt,( Archd C'lv#ﬁ“n{f- E*in W’m -
Kann ; ft‘m Mg f:‘ﬁ?:{fr' ‘HQ ;

-fu‘ﬁ_f{;mm i des "/e.Im. dpt der Te.,f.‘e). d&.

Tlish smd Bht T e ot i

- g o, & fhmsdmﬁmd pive Pind nihF thoe -
EW o 4 W, ‘ﬁﬂ,::f o«ﬁnr Tleckin . ,2’:5 Jehtimnisoll € fbge 9&,9 o

die dit aiien ) Je s oy i vhas
M.d).fmg tho it P HlEes

ﬂls’.{ ?{).«_f& . .
ey

5

FaceImile of Klee's handwriting
{on fhe oceasion of Emil Nolde's sixtiath
Lirthelay, January 1827},
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inside and outside is not a formal problem, but a question of psychic unity of spiritual
content.’ In Klee's teaching the transformation of forms is revealed part by part, step by
step. Interpratation and creative activity remain closely linked.

fn considering a work of art, he ashed whether it reflected the essence of the abjact or
only its outward, optical manifestation. A retference to human movement or plant growth
may suffice. The complex development from seed to flower raises the question of how
growth as a texture of dynamic accurrences can be represented 'in its essence’. Dynamic
processes assume increasing importance in his thinking about form. Human movement
passas from waiking (taken as a norm) to jumping, hopping or sliding, ending in the violent
inner agitation of overall spiritual acfivity. '

In the type of mobility {statics and dynamics) Klee saw the stylistic criterion by which to
differentiate forms (he investigated the general laws of motion an earth, in the water, in
the air). These insights considerably changed his feeling for form and space. Balance
and statics gave way to a dynamic ordering of the pictorial elements, Colaur in its most
violent fensions and subtlest dynamic relations became the vehicla of the dynamic
unfolding of space. In his late work extremes of action are held together by brilliant
fundamental chords. *Cantrasts exist only in relation to the formal part; unity is restored
by means of tha colour values.' In his creative work statics and dynamics are consciously
emphasised as the core of his artistic method.

In the course of his ten years at the Bauhaus, Klee applied well-nigh endiess knowledge
to his investigatlon of the laws of painting. For him everything that happens in a plcture
must have its logical justification. He termed his exercises in planimetry and stereometry
‘constructive ways to composition’. He appliad his- understanding of growth and motion,
won during nature study, to the realm of geometry. He investigated basic forms from the
same point of view as plants and living creatures: according to their faculty of motion,
their behavlour, and their essence. As a resuit of kinatic changes, simple forms assume
a variety of personalities - for example: ‘the death of the trlangte'. In his thinking geo-
metrical abstraction is humanissd.

An active exchange poes an between the two fundamentai modes ol experience, the
constructive-geometrical and the metaphysical. "The possibilities become numberless
and infinitely variable.

The Bauhaus faced increasing opposition in Weimar. In November 1924, Klee wrote 1o
Lily: "We are engaged In feverish activity to cope whth the great crisis, expected in abouta

-week . .. Possibly the "gallows birds" will climb down the ladder o catch their breath;

and possibly they will be sent back up again. No decision. The affair seems to keep
dragging on.’ At length plans were made to move the Bauhaus to Dessau In 1925. Mean-
while Klee had his first exhibition in New York {1924) and participated in a surrealist
group show in Paris (1925), Aragon, Crevel, and Efuard franslated his pictures into
surrealist poems and spread his name far beyond the sphere of influence of the Bauhaus.
In the course of his years at Weimar and Dessau, Klee travelled a good deal and gained
impressions that exerted a lasting influence on his work and his sense of form. Note-
worthy are his experience of the Ravenna mosaics (1926), of the prehistoric hieroglyphic
inscriptions of Carnac{Brittany, 1928),and his famous trip to Egyptin the winter of 1928/1929,

ar




1023{79: Assyrian game, Qil on cardboard on wood.

*Dynamica based on the square and the
friangle, In part related fo the circle.”
(Klee's nofe:

[1) 'Static interpratation of the swastika,'
[2]‘Best posttion of the swastlka from the
dynamic paoint of view,")




§
He visited Segesta and Agrigento in Sicily several times. On his return to Dessau (1929) 1- . ~ “\‘5\“
he wrote: ‘Nothing is happening to me here and | don’t want it fo: | bear within me the 5%%4 ‘.F'p‘
mountains and the sun of Sicily. These are all | can think of - in terms of abstract land- ; E ‘
scape — and now something is beginning 1o take shape, For the last two days | have been df'a//ﬁ'h& |
painting again, Everything else is savourless. The German November is the preparation |

for the great northern festival, full of promise, but itself quite without direction.
In Dessau, Kiee often admitted that it was difficult for him to go on combining creative Kﬂ
work with his Bauhaus teaching. In 1929, he entered into negotiations with the Diisseldorf
Academy, which bore fruit the following year. W. Kaesbach wrote to Klee that he hoped

" with Klee's halp to save a professorship for the Academy, 'In the forthcoming rectganisa- ?
tion it will be borne in mind that three of my teachers of painting have had no students for \[
years . . . The outcome rests with you. The freer, the happler you feel, the beiter it will be,
in my opinion, for the institution at which you teach.’
The call to take over the class in free painting at Diisseldorf reached Klee in the summer m
of 1930, just as he was leaving for the Engadine.

On the occasion of Klee's departure from Dessau, Kandinsky wrote in the Bauhaus
magazine (1931): ‘My colleagues have asked me to put out this issue; | wish it were for W\m iﬁéﬂﬂ"(ﬂ/
the opposite reason, not departure but return .. . His words and acts, his own example, h‘&t' Wﬁ
have done much to develop positive aspects of the students' character. We can all of us 1
learn from the example of Klee's tireless devotion to his work. And indeed we have  Stylegroup A
jearned.’ At the Diisseldorf Academy, Klee devoted himself chiefly to correcling the work ~ above: statle : S;"Ie Cfr;""" B
of his painting class. His new works and the efforts of his students were discussed ang  Pelowidominant gravity :;;\i di::r:;it onoray
criticised at informal gatherings in his studio. From this time on, written comments on
the creative process became infrequent. His spoken comments based in part on analyses
of his own pictures, were taken down in shorthand by Petra Petitpierre (Klee himself made
considerable use of these theoretical notes in the last years of his life, in Berng). We have
‘?worked up parts of these notes that clarify Klee's ideas and used them to round out two
sactions of the theoretical introduction, Klee's statements on his own works — dealing
with content and creative method - are inserted in small print and in quotation marks.

| am glad of the opportunity to wish you the very best of everything from the bottom of my
heart. And above all a speedy return to perfect health. Otherwise there is little you need
wish for. You have always got ahead wonderfully with your work; the fame of ydur art is
spreading irresistibly from country to country and across the big oceans. | only hope that
you will seen, very soon, recover your full physical powers . . . We often think of the days
when we were neighbours, how we watered the flowers together and battled each other
at boccie, and complained together about the Bauhaus meetings. How far away it all
seems.’

As a young man Klee had written: ‘Death . . . puts right whatever did not fulfil itself in life.
| consider the yearning for death not as a renunciation but as a struggle for perfection.’
These words are horne out by the vast scope and great stature of his last works.

Klee was dismissed in April 1933. The explanation given him was that it was necessary to
restore the indigenous character of the art schools. In December he gave up his studio;
since his dismissal he had not set foot in the Academy. It was an eventful year: his house :
was searched by the police; his works were exhibited as examples of ‘degenerate’ art; he  satics and Dynamics [1]: , 1830/R 2: Planes measured by their helghls. Those who, [coking through this book, try to track down the source of its visual energy,

visited Porquerolles, met Picasso in Paris; and before Christmas he returned to Switzer-  In the realm of the static ‘steady’ means Pastel with paste. Colour on paper [2]. will recognise more and more fully the miraculously complicated interaction of Klee's
attached te the vertical. In the realm of the 1929}y 2: Propagation of light I. Watercolour [3].

land. : basic precepts: the eternal dialectic between static and dynamic, the ‘multi-dimensional
He went to Berne, where his father, Hans Wilheim Klee, and his sister were living in the ?::;a:::v:n::;iri:’et:il:c‘l::?;r;:fc;pr;g::ny of _ The opposition between static and dynamic. simultaneity’ first formulated by the cublists; the relation between active and passive
family house in the Obstbergweg. 'Berne was my true home and atiracted me as such,’ i e dynamic.. the straight line the epitome of ) "The static is checked or fettered mohility elements; the connection between quantity and quality; the parallelism between accented
Klee wrote: ‘It was clear that | would return to it'. He lived on the KistlerWeg, in a quiet  ine statlc. i the dynamic is accentuated movement and unaccented functions . . . all of them meet to form fascinating patterns of thought.
suburban quarter, surrounded by gardens. Here began the magnificent development of ‘ :::L‘Te:t"'tr:”:' m:b;:“?"m oyt With their help he put together his last views on painting, his final grasp of its autonomy.
his Berne period. he’.gh:'s_ atlc emphasis: Planes measqred oy fhelr Klee himself once said: ‘l would like to draw upon those parts of the creative process
The events —illness and the work that brought deliverance - are reflected in letters irom : Dynamic emphasis and polyphanal transparency: which are carried on, largely in the subconscious, while the work is taking form'. Largely
the Bauhaus painters. ‘Dear friend,’ wrote Kandinsky in 1836, ‘it seems to be your turn and : Propagation of light 1. in the subconscious? Like Oedipus, he set out to solve the riddles of the world.

40 ) ‘ a




With sovereign restraint ha said of his theory: ‘It is a device for achleving clarity’. The
main thing, he said, was not to Inculeate constructive or schematic foundations (these i
must spring from the student's own equipment, his insight), but to keep the creative '
process alive. A living art must break away from theory and achieve new order in organic
fulfilment.

‘Don't learn this by heart. Everyone |s bound tc feel at home in aome part of this chart,’
said Klea not without irony in 1922, as he expounded one of his philosophic-artistic tables .
to his students. He warned them of the Impoverishment that can coma from rules, and : ) . :
explicitly condemned ‘formallsm - the new academy’. The sovere/gn aim of hls teaching : ;

\_-__ﬁ__.—
was to disclose the right extent of freadom. Ha summed up his vision in the words: *Man ?L,‘/{ - ' i

is not finished, One must bs ready to dovelep, open to change; and in ona's life an
exalted child, a child of creation, of the Creator.' T

Paw} Klze's slgnature,
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Towards a theory of form-production “

In the outside calumns Paul Klee's
texts and lectures are printed In

large type. The inslde columns contain, ;
In smaller type, written and spoken i
remarks of Klee In guotation marks, : |
and notes by the edifor, |




Chactic

Cosmic (co[led)

Cosmic {developed)

Cesmic undeveloped
(cosmic bundle, not coiled)

. .

Cosmos-Chaos

1. Infinite Natural History The Living Forces
Cosmoa Chaos
Order Dilaorder

Chaos as an antithesis is not complete and utter chaos, but a locally determinad concept
relating to the concept of the cosmos. Utter chaos can never be put on a scale, but will
remaln forever unweighable and unmeasurable. It can be Nothing or a dormant Some-
thing, death or birth, according to the dominance of will or lack of will, of willing or not-
willing.

COSMas real antithetical

w chuos

The pictorial symbol for this ‘non-concept’ is the point that is really not a point, the
mathematical point. The nowhere-exlstent something or the somewhere-axistent nothing
is a non-conceptual concept of freadom from opposition. If we express it in terms of the
perceptible {as though drawing up a balance sheet of chaos), we arrive at the concept
grey, at the fateful point between coming-info-baing and passing-away: the grey point.
The point is grey because it is neithar white nor black or because it is white and black
at tho same me, Jeit=h wlite ot :

Itis grey because It fs neither up nor down or because it Is both up and down., It is grey

because it is neither hot nor cold; itis grey because itisa non-dimensional point, a point
hetween the dimensions, e ' - '

k|




In bold outlines the whole, and,
in between, the earthly man

The cosmogensetic moment is at hand. The establishment of a point in chaos,! which, 'Klee inofes ei:sewhgrm N
f : . ‘A point in chaos: Once establishe e grey
1 i inci int a concentric character of the
concentrated in principle, can only be grey,. tends ‘th]S.p‘O a . \ voint leaps nto the reslm of order"
primordial [1]. The order thus created radiates from it in all directions [2].

When central importance is given to a point: this is the cosmogenetic moment. To this
occurrence corresponds the idea of every sort of beginning (e.g. procreation) or better
still, the concept of the egg.

behlnd

left

» right

infront  below

2 above & towarde white

behind ' I
towards violet ‘

3
‘ and red
grey t
- loft - P right
/ towards orange ;

in front |

Lon:a;zﬁfrenbewwqr towards black Everything (the world) is of a dynamic nature; static problems make theit appearance only

at certain parts of the universe, in ‘edifices’, on the crust of the various cosmic bodies.

towards blue

The idea of-all beginning, procreation: the

primordial cell, set in motion by fertillsation
(discharge of tension with a complementary)
and growlng. The mobility ¢can have e 'formal'
accent: this meane rest in the large form,
mobility In the small, Or the accent may be on
‘value’: then we have a mobile greater form
with a static small form inside (in the sense

of fAlling). Or the two as & synthesis (of the part
and of the whole); then beth the great and the
small forms are mobile,

1640/From Klee's estate (Untitled).
Paint mixed with paste, on paper.

1Aaddad: ‘. .. but not to be overlooked on pain of
suffering grave Injury'.

The pictorial reversal of man's natural structure
produces, as a side effect, the risk of

'‘grave injury’.

Cf. 1839/LM 18: Accldent, p.40,

Our faltering existence on the outer crust of the earth should not prevent us from recog-
nising this. For we know that, strictly speaking, everything has potential energy directed
towards the centre of the earth. lf ‘we reduce our perspective to microscopic dimensions,
we come once more to the realm of the dynamie, to.the egg and to.the cell. Accordingly,
thelje |s_a macroscoplg,dynarnlc and a microscopi¢ dynamic. Between them stands the
statlc -exception: i1 our human exlstence and its forms. In other words we' — an epusode

ed by the plumbllne an |mperat|ve that crumbles in the d|rect|ons of egg and-death. The
static imperative of our gajth!y_ being.




Quier space

Quter space

@

Innar space

ri_mordia|

1932/y 4: The fruit. Oll

‘Ab ovo' - spatio-corporeal:
Parts: 1, The primordial cell set in
motion by fertilisation (discharge of
tension with a complementary) and
growing.

2, Inner space (In the egg, hroken into
olk and white). '
Limit of the thing-concept (shelh,

body. B

(@The surrounding space (outer space).

The whole: spatio-carporeo- -spatial.t

iThat Is: a spatiel body In space.

Cf. 1917/130: ab ovo, Grohmann p.14%
and 1932/Ae 2: Worman's mask. Oil.
lliusiration No.16 in Courthion:

Klee, Hazan, Paris 1853,

//6%

-
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1925/c 8: Proflle of head.
Relief-like painting.
Oli on plaster.

The protogenesis of form

When a linear form is. combined with a plane form the linear part takes on a decidedly
active character and the plane a passive character in contrast. -

If this is carried back to the first genesis of form it Ieads to ‘the phenomenon of cell
division.  fine J4 N obes {J 2

‘k\&,Taken productwely the same process_3|gnlfesmgrowth and_taken destructively, death,

Taken abstracﬂy,l e. defached from life lc’corlal eveh should be evaltiated accordlng 'to

their productive capacity.
The active | part, thé liné, can accomplish two things by its impetus: it may divide the form
into two parts, or it may go still further and glve rise to a dlsplacement




1 .!\Izi'fﬁ_ral orm Concept of illumination in nature {light form).

The Rafural unorganised crescendo or diminuende. The innumerably subtle tones
between white and black. The natural confluence of light and dark tonalities, a vibrato
between light and dark. Opposites merge with one another {light form). Only in movement
is richness of shade possible. To attain greater precision you must become the poorer.

2 Artnﬁmal ordar' Analytical sub-division to make light and dark measurab[e
Sub- dwxsion of light-dark movement on a scale of a regulated fonal mixture.
The mlddle steps of the scale need latitude if they are to become perceptlble and measur-

able. The ends stay apart of their own accord. 'The peaceful character of compromise.’~

C1.1922/79: Separation in the evening, p.11,

1632/x 10:

View over the plane, Qil on wood,

1

Chaos, Disorder Cosmos, Order Natural order-Artificial order

Chaos (Disorder) Cosmos {Order) -Grey In Cosmos:

Grey in Chaos: /

white base  diminution of white red base
l \/ violet
re T Py ;I
its essential atate { grey y bluel § A 13 prange
™ ol
g 2 W
I\ £
T green
black base diminution of black green base

| begin logically with chaos, tha IS the most natural, And | am at ease, because at the
start | may myself be chaos.

Chaos is an unordered state of things, a confusion. 'Cosmogenetically’ speaking, itis a
pprimordial state of the world, from which the ordered cosmos develops, step by
§f6p or suddenly, on its own or at the hand of a creator.

{

Na‘cural movement from white to black® is not unregulated, butwnartlcula’tegﬁ It is requ~
lated by comparison \ with chaos, Jwﬁt)__light and darkness are s_tlll und|V|g§g_thﬁs
the natural order 6f an unbroken flow from one pole to the other T

1From red to grean in the second example,

&
\—,‘.\‘3 This movement or _distribution of tension is infinitely subtle. The minute parficles can
A scarcely be dlstlngumhed A nite.orientation.is not possikle. Position cann_q_t\be sharp-

Iy fixed, because the ﬂui the subtle ﬂow takes certalnty, gently buf surely, away with it.




Natural order in the cosmos, i.e. the natural balance of nature. The partial field from
light to dark moves up and down bstween the poles of white and black. In nature it is
assuredly white that can lay claim to the most primordial activity, White given in nature
is light itself, in the beginning resistance is dead and the whole is without movement or
life. We m_ust' bring btack and summon it to battle against the formless strength of light.
Thus we use offensive and defensive energies together or in turn. A living balance
between the two poles - this is the task we cannot avoid, The penetration of nature based
on black and white [1]. The concept of balanced opposites. -

white | | concept of white
L

=

zone above groy

grey concapt of grey

fzone below gray

I black r | concept of black

What first interests us in the scalo of tone values s’ the abundance of tonalitles betwean
the two poles. R}I-Qg-jlim lhe botmm towards ’the source of light, \-.(__feel a‘n Increase of
unparalleled intensity and breadth bmwee_n__'ghg _poles Below, dark subterranean rumblln '
in between, the half shade of under water, and above, the hlss of ‘brightest brightness,

On the scale the middle steps may be d[stlngulshed by weight or critical evaluation. The

practical task Is this: 1o fix them in the scale by mixing them or glazing them [2].
Pd ¥5¢ 5"‘.-5’! “‘}T}L LA e
\

In tha *natural ordet’ white and black are
opposite poles, Gne may aleo say that the tip of
tha black bpse (darkening) extends Into the white
baae (aocurce of light) and conversely.
Hluminatlon {maximum hrilliance) and darkening
are subject to coantinuous interchanga in

natura; the rhythm of day and nlght Thelr order
&nd interpenatration are of a natural kind.

|

1

1

Steps towards the Abnorm
WO v Bt} 5 piesd) 8daig

wioy

]

Moverment and countermovement
g# a proceas of compensation hetween opposites

In tha 'artificial order’ the different degrees of
white and black (from darkness to extreme
brilliance and elevation ar converselyy are
analysed for their augment ar diminutlon in black
and white. The intervals are equal In maasura hut
diffarent In weight: brilllant = lighier, '
dark = heavler, The scale divides the lipht-dark
tonailtios artificlally, to make them susceptible
to meagsurement. Artificlal

measurement attaches exact numerical valuea to
the stepa and so gives us a

synthetic method of rapressniinu the ecale

‘of tana values,

1922{79; Separaiion in the erening. Watercalour.

Movement and countermovement (rlse and fall)
bring a clash of opposltes. The gradations of

tone value Jead to confluence ‘in a sllvary vibrato
belwean black and white. Then broad repose may
be a dey|ation from the nerm.” In Saparatfon in ths
evening, 1022 the accent is on the uppar of the dark
base norms. Tha darknese moving down is
deominant,
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Natural measurement

By

i
1

A

I.i v Y
E,L\ Increase and decrease
i hetween them, cu/mination ﬁ

. Increase or decroase 11
}

Artificial measurement

y Increase or decrease 1 1

Simultaneous increase . I

and decraase

. ; ; ' Increase or decreass tl
3 Examples of the artificial

measuremeni of increase ar decreases:

[1]1 Bass on top: Rafn, pen-and-Ink, 1#27/0 9. ' Crescendo and diminuendo

: L [2] Base In the middle: Pagodas by the waler, between the poles of white and hlack
ld '.-If‘ ; pen-and-ink, 1627/m 9. i striving up and down i
1l ; ﬁ Rhythmic chanpe: increase and decrease on with accelerated temno B
i Y M 1 i LG thes same hasa. _ B P B
[ il [3] Base underneath: Exeerpt from per-and-ink o or slipplng on and oft ‘
e drawinp: Cly of Cathadrals, 1827/a 8. : with retarded tempo on the scale .

12 , 13 I
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1938/ T 19: Le rouge ol Yo moir, Qil,

Pictures illuetrafing the concept of polarity:
1917/26 Growling form and Hpid form. Watercolour,
1921/768 Aale and female plant,

Colour on paper.

1926/p 3: Static-dynaric opposition. Whatercolour.
1928/m 2! Conséructive-impressive, Ol .
1930/% 6! Mounlain and alr, synthetic. Watercolour,
1932]y 8: Moblfe meets the Immovable. Oil.

1833)a 19: Spiritual and worldiy. Drawing

1835/w 10: Hoavy and fight farces. Colour on paper.

1938/R 13: Balow and above, Drawing,

1938/B 14: Coarser and finer. Pen-and-Ink drawing..
1940/K 6: Topsy-furvy. Red and black colour
pioment with paate, on paper.

On the whole idea of concept
The polarty of concepts

.

2. A concept Is not thinkable without its opposite. Duallty treated as a unity

A concept is not thinkahle without its opposits. The concept stands apart from its oppo-
site. No concept is effective without its opposite.
On contrasting concepts (pairs of concepts): Chaos Cosmos

Disorder Order

There is no such lhlng as a conceptin itself itself; generally spesking, there are only pairs of
concepts. “What does ‘above’ mean If there Is no ‘below'? What does ‘left’ mean if there
is no ‘right’? What does *behind’ mean if there is no ‘in front’?

Every concept has its opposite, more or less in the manner of:

Thesis Antithests; the line between them is long or short accordmg 1o the
extent of the oppasition.

very good
good
lass good _| Neatther good
nor bad
_| or ‘good as much

as bad’
less bad
bad
very bad

The opposing positions are not fixed ; they may slip past one another. Only one point i3
fixed,.the central point in which the. concegts lie dormant. -

ﬂ‘k_ Re[atwely fixed gn relahon 1o the central pomﬂ are opposing points of equal intansHy

16
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The concept of artistic creation X" The study of creation deals with the ways that lead t form\ It is the study of form, but

Ure\wa-ux ,l,\,\:)( '\iﬂ (F,?} et + ;\ovw"ﬂ

Good and evil. Concept and (Eountej‘concept Thus 1 would supply a particle and then,

. A E -
,"overand over again, another parficle, nothing more: for of course | know quite wefl.ﬂ‘latthe G e)l;o.lf' ) (Q(W emphamses the paths_t_gﬂform rather than the form itself ihe word Gesfalfung suggests |
" good must always come first, but that it cannot live without the bad. In every individual | _ Ay »D(C-" as much. ‘Theory of form® (Form/ehre), as it is usually called, does not stress the prin- ]
* would therefore order the relative weight of the two parts in such a way as to provide a \Wigh ciples and paths, ‘Theory of formation' (Formungsiefire) is too unusual. Moreover, ]
. - - ‘ & @' Gestaltung in its broader sense clearly contains the idea of an underiying mobhility, and is ]
: certain degree of compatibility. T\ ¢ therefore preferable. i
i Dualism is treated not as such butin Its unity. Rest and unrest as the alternate elements 3 Aceording o a note by Kloo: 0N P ) , A !
. the painter's procedure. , g ¥ : g\ \J_/ For another thing, ‘Gestalt’ (over _against form)! means something more alive. Gestalt is
p N : f Gestalt = Living belng. in a manner of speaking a form with an undercurrent-of living Funetions. 15. Afunction made
‘The creation of a deflnite movement and ] Farm = 'nature mortel, .;Q(
i of functions, so fo speak The functions are purely spiritual. A need for expressmn |

Li_$ ’H‘-E FE AL ‘\\WO"‘?S fn ) C!_.E 0 () . countermovement from the centre of a plane. % A ogoltunctions, 50 fo speak .
ﬁ?’ The norm in the centra.' [1] underlies them ? 7 :

4§ the norm is acentrlc, It becomes isolated Every expression of function must be cogentiy groundecf Then there will be a close bond
between beginning, middle, end. They will ba joined by necessity, and there will be room
tor nothing doubtful, since they fit so tightly.

The power of creativity cannot be named. It remains mysterious to the end. But what
| does not shake us to our foundations is no mystery. We ourselves, down 1o the smallest
part of us, are charged with this power. We cannot state its essence but we can, in certain
measure, move towards its source. In any case we must reveal this power in its functions
just as it is revealed to us. Prohably it is only a form of matter, but one that cannot
be perceived by the same senses as the familiar kinds of matter. Still, it must make itself
{ knolmlh_mugh the familiar kinds of matter and function in union with them. Merged Wl‘th
a‘ matter, it must enter a real and ||V|ng form.

i This freedom in nature's way of bUIIdlng form is a good school for the artist. It may _
produce in him the same profound freedom, and with it he can be relied on to develop i

freely his own paths to form.

Genesis as formal movement is the essence of the work of art. In the beginning the !
motif, the harnessing of energy, sperm. Work as form-making in the material sense: '

and non-normative.’ [2]

i o

ey

primordial feminine. Work as form-deciding sperm: primordfal masculine.

o

% A note by Klee: 'Do not use material means: The choice of means should be undertaken with great restraint. This, more than profusion ‘

wood, metal, plass, but ideal, intangible of means, makes for orderly intelligence.?
means such as !lne, fone value, colour,’ |

Cf. Contributlons to a theory of pictorial form,

' pp.362-5, Material means (wood, metal, glass, etc.): massive use of material means is above all
‘ The ideal and material concept of a functlon. to be avoided here. ‘ il
i Ideal means,(line, tone value, colour): ideal means are preferable. é
1034/U 2: Fear. Ol on burlap. l They-are-not free from matter; if they were, it would be impossible to 'write’ with them.7 ;i
™ 4 tion as \, When | write the word wine with ink, the ink does not play the primary role but makes |
e tension befween rest and inclpient mo

|

|

|

|

The opposites may be comblned or contrasted; i . nent wine. The word and the picture, that is, word-making and form-building, are cne_and I

the two Infrinsically connected groups may be ’
put side by side or ane over ) |

the other, The characteristics of 'here and |

|

|

- alternate elementa In painting. ) possible the permanent fixation of the concept wine. Thus ink helps us to obtain perma- <

the same. J

there' are Intensified by the contrast.
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3. Genesis of form. Motlon is at the root of all growth

1940 From Klee's astata N0.034 {Untitled).
Pigmant mixed with paste, on paper.
Example of '"Will - tension

and discharge’.

1027IT 7! Two beals near path, Crayon drawing.

Causalily; the point that
gets itself in motion

What was in the beginning? Thmgs moved s0 1o speak freely, neither in .atraight nor
crooked lines. They may be thought of a& simply moving, going where they wanted to ;
ao, for the sake of going, without aim, without will, without obediance, moving salf- i

evidently, in a state of primal motion. - [
There was Just one thing = mobility, the prerequilsite for change from this primerdial :
state. i

| can't prove that this is how it was; | hope it was; at any rate it |s concelvable, and what is
conceivable is fact and useful. It is useful as a counterconcept, the opposite of what
seems to have happened afterwards, change, development, fixation, measurement, dater-
mination. _

Moreover, It can be used becsuse it can be formally expressed in terms of contrast.

The point is not dimensionless but an infinitely tiny elsmental plane, an agent that carrjes
cout no motien; in other words, It is at rest [1].
Apply the pencil and shorlly a line is born {2].

The point as a primordial element is cosmic. Every. seed Is cosmic. The pcunt as an
interzection of ways is cosmlc [3]. -

a point of impact the point iz static [4]-
—85

N
ension batween one point and another yields aline [5]. Not vet discharged {abstract) [6].

#48 | Discharged [7]. The universal cause is therefore reciprocal tension, a striving for two
7 \dimensions.

disfance

equal velocity R

\{‘“ \“E( \5(‘ wo pomts ideally related In jl__:_ansion to a lina. Result: an arc [8],
"G e al velomtle , tha ropa atlon of’ omts alang a Ilne rasults in a maeting in tha
Q\ _@D\a _equal ¥ _3 L6 propagatl 1 P g
\ mi dle 9.

19




How a reality is generated
by caugality-

e s

beginning is . . . that i= tantamount to
being fruitiul’ Tha endis only a part of what is essential (the appearance) fue essentlal rm JS a syn-
thes!s cf f‘guration and appearance

|
1K| ' N . N ' i
eg nates elsewhere: 'For | was where the Tha point sets itself in motion and an essential structure QCSI hédFed. on uramﬁ“n r

Starting from an origin a) (seed), ways are laid out under influence from outside and i in, ‘

1927 ue 2; Arden! flowering, Watksrcolour,
b) and ¢). Mot ot e

20
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The point, seen dynamically, as agent: the growth of energy concentrated on ong side
determines the direction of motion. When a point is given central value - this is the
cosmoganetic moment. This event encompasses the whola concept of heginning.
Suns, radiation; rotation, explosion, movements of flreworks, sheaves.

Impetus

'Rotation at different velocities, on a comblined baze.
The rotation |s based on a varlety of centres and
circles.’

Synthesis of figuration
and appearance

Centrally irradiatad growth
Growing in partial cross
section and in longitudinal
section

Legntripetal: siriving lowards the cenire.
centrifupal: atriving away from the centre,

Centrally irradiated growth.
It grows as if along 2 single dimension, on all sides at ence; it grows according to the
size of the former whole {primary motion),

o) '-

Plants: growing in partial cross section [1].

Growing In lengitudinal section [2].

Plant growth in longitudinal section is@ and centripetally crlentad.
Might ba callad Yeminine’ [3] S’ ?
Flant growth in diametrical section is @nd centrifugally orfentad, __

Might be callad maseuline [41. =~
Syntheses of plant growth in cross section and longitudinal section [5, §, 7].

\

(G




4, Figuration is connected with movement ' Forces and Limits
Y
!
| hagin where all picterial form begins: with the point that sets itself in motion. The symhbals for plctorial
dimensions
1 3
FYY YY)
. B
o
-— H
»——— ~JU
The point (as_agent)-moves. oft, and the line comes into being ~ the first. dimension [1]. . !
¥ the line shifts to form a plane, we obtain a two-dimensicnal elemant [2]. 1
In the movement from planes fo spaces,@gi”pqungg gives rise toa Body {three-
dimensianal) [3]. - . : i
. . . . . .n , , , 1928/0 B: Hiits, pan-and-ink drawing.
Summary of 'f:h.e kinetic elnerg‘les wl.uch move the point info a line, the line into a plane 10257T 4 The Jast village fn the vafley of Ph,
and the plane into a spatial dimension [4]). Colatr on paper. l
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Graduated accentuation of the line (lines made strangar or weaker).
Productive growth of selected line with graduated accentuation (fAux} {1].

. Productlve growth of the point (concentric waves). Two-dimensional structure emanating
from nuclear strata [2].

Linear accent on nerves, or Incaination of the lina (the linear body becemes broeder in
growth). :
Incarnation: the midd!e line as skeleton [3].

The line as lim!t: for progresélve growth, flow, inner content [4].

+
? B ——————
Detail frorm 192730 4: About lo tafe a irlp. : e —— H H ' l ) N
Pon-and-Ink drawing. ; e ——— i
8 L

1 2

Incarnation represented In terms of causal reality, The constructive propagation cf lines
strictly adjusted to the threads of construction [5].

i

! —~
; e I
== !5
i == N ‘
| == == |
| == s '

: = = —

H §§ [

. e3t{qu 10: Heawtly fructified, Pencil drawing. sﬁﬁ'c'{g}g"émj S_iﬁ ed .njts essentials [7].

R

26

a7

|
The line articulated in terms of measure or time {growth, motlon, divislbillty) [6]. l
l
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Dynamic density Corporeo-spatial tenslons <. §

| Dynamic density:
] Discharge of tension from within or additive |

{harmonised progression of a dimension of motian,

enrichment by spatial emphasis).

28

f
E
|
- |
i
| v
] 1
| |
| |
: i
) '
: H b
| j R
| i 3
| T ——b ¥ k- r L
‘ E r r r
} - r y r
F : r r b ?
i '
| ! : :r
t The tension spreads . Motion, regular or irragular
i i in two directions (progresgiue)
| a
1027/ um 9: Yarfalions {prograssive molif). 3 I |
Qll on canvae. i ;
:' Result:
‘Progresaive stratification s eharacterised by the : Diagram of dynamic density in twe directions. I
de In. ; . \ . . ]
pull from outside In : Inwardly progressive, marching in the directions ‘
In spatlo-temporal terms the denzlty and ; . _
- extenslon of the progreselve mot indleate the : Progression alwaya has spatial eflects up-down and left-right. 1]
‘road travelled’ by the sum of the andotopic The rull in progression fs: movements-of (Harmonised progression of two _dimensions,
: and exctopic accents. VarITtlon :{ accent, 1 extension and cantraction of fane value simultanenus outward and Inward pull.) J I
: which r:a:.f be proaraasiv: rl\war » Progressive. accompanied by measurable movement of area, 'I:!jing_ or body _ ,ﬂCt_l_‘lf_e.__|_0_Cﬂ|i_ty or space - passlv_e_ " ]
outward (lmitina), or spatiel. . enlargament and diminution,’ (tensians between bodies and space).
Note in the Appendix. [ EER i
1
| i .
| 5
]

@ S
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Corporec-spatial tensions

lllustrations:
Variant on *towards the innermost’.
inner dynamic density

Diagram of the dynamic formation

of the circle.

The radius grows from the inside out
in pure progression

Dietail from 1928/k 9: Overiones. Prog resgiuGIy spatial [1].

Pen-and-ink drawlng, Progressively pushing from the centre to tha limits [2].
Outside and inside in corporep-spatial combination

o (progressively Inward’and medial) 3], ' ' _ lﬂ

: Stratificatlon s defined by the relation
: : that outer bears to inner,

Ingide and outside, as concepts, are
either relative or timiting.

Variation of rotation
extension inte space

Another diagram of the dynamic
formation of the circle by radiation.
Radiation comes from the centre
and is related to the innermost point

Diagram of the dynamic formation
of the triangle in a variation
with rotary movement

1628{k 5: Horn perceived in tenl, Pen and Ink.




The basic forms, their tensigns g_rLd_’ii'nner '?L‘_‘,‘l _,“;5 (Th_e. P_ﬁsit_z ff)@_g!f_p@ the

- e e

In this representation, whichis necessarily based on a consideration of the inner essence,
the circle is the encompassing, the universe, the cosmos. The square is an exception,

based on the horizontal-vertical. The triangle is closer to the clrcle, a part of it, and the

diagonal relates the.two. From here there might well be a bridge to a theory of styla.

The tensions underiying the basic forms considered
according to their inner coherence (inside and ouf).
How did it come about?

What is the ‘cause'?

The univetsal cause is reciprocal tension, a pull

in two direciions at once.

a2

Discharge of tension
from outside
or subtractive

Discharge of tansion
from within
or additlve

A straining from all sides: exertion

The tension discharged, accomplished

The centre as point of culmination,
The Intensifled inner relations are
directed towards the centre

Centrifugal: Qutward pull

SR |

S
7

/N

—_— o a—

. {
Cantripetal: Inward pull —b.‘_ .

f

Basic movemant of domination * ;

by T T

_Movements starting from one's |
e / own belng can be enhanced / ' :
- ( by suggestions of counter- - . ;
movement. Synthesis of © -
- movement and ¢ounter- . - :
%, want X
PN - '

The articulating energies and impulses illustrated by the example of a leaf {(growth In
saveral directions). Union of material tension and ideal tension {.e. simultanecus presen-
tation of esssnce and appearance).
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Adjustment between progressive forms of motion ((;_g_mbjnmm_gj_[@_q__qpﬁq_jrea.
rhythms) )

Wigedon,,

Coming and going represented by increase and decrease. Each dimension grows in
relation to the other, {Two-dimensional relation of growth )

A change in the direction of parallel rays may-be-considered-as-a. ropeatad deflection
of the cenires (shifting centres) or, in the case of elementary forms, as a compromise
(interlock). Comptomice between straight, broksn,-and-bent-lines.—Fhe -movements in—
lbg_mﬂg_g@_@ be defined mechanically as discharges of tension between fixed and
moving points. —
The compromises yield ceries of forms whose movement Is intermediate between the
movements of free and strict form. The unlon between rigid and free rhythms produces

hybrid forms. These hybrid forms m_ay_be perfectly harmonious or they may ncline

towards elther parent, E—

(Progresslve trend towards the centre. Qutside diminishing, inzside Increasing. The pro
[ gressive multiplication at the centre brings about 2 proportional decrease as the move-
ment approaches the periphery. Increase towards the centre.

= ek ek

N

%/

Progresslve interlocking of
multi-dimensicnal growth:

Construciive-impresaive combinaticn, l.e
‘causally real and merely real’ {simultaneous
genetic and phenamenal presentation).

1925fy 1: Exotic bird park, Pen-<and-ink,

Several forms of metion, starting from a guide
line {In parallely, The fermal extension

results from 'shifting centres’ and their
influence on the normal radiation.
Interpenetration of endotoplc and exatopic
Ireatmeant, of essence and appearance moving In
rhythrm, suppests the focal mevement,

Compromise between free and strict form.

The combination of relaxed and.rigid-rhythm results in hybri
o el - ythm results in hybrid ferms. Rays are defi
their relation to the centre, to the poirit. e by

Sil:itiﬁcation is defined by the ;el_,a_tiﬁﬁ_ of outer 1o inner.

Stratification employed ganetically
(dynamic proximity)

Representation according to essence
(movement, growth)

Synthesis of essence and appearance
(interpenstration, interlacing) ~




Boundaries of different value for inside and outside

Boundary line of
the outer areas.
Boundary line of
the inner areas.
Boundary line of
the innermost areas

Example showing
formation of differentiated
houndarias,

Space and form
transparent in a
three-dimenslonal bady

190R8/k 2: Threa phaniom ships.
Fen-gand-ink drawing.

tilustratlon of the power of boundaries to defleck
mation of varying denaity and acceleration.
Pan-and-lnk drawinge:

1927} 4: Severllies in motion.

1931/R 4; Almospheric-charp.

1931/R 4 Space formalion by degrees In malion,
1831}qu 20: Severitles of spacs.

Boundary resistance to the
~ vertical, that is, parallel deflection,

Boundary resistance: l

deflection through an angle
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5. Orientation on the surface and in space )
Articulation of the pictarial whole : (The Scene)
1
Dimensions on the surface Orientation on the surface. The scene is the surface, more precisely the bounded
and in space plane. Two questions must be asked: What enters and where daes it enter??
The regular division yields the proportion.to right or left, abave or below. Point P is
; spatially-determined in two dimensions, first by its position with regard to above and
below, second with regard to left and right, |

left 3 right

below — =@ above
vl
|
|
J

The dimensions on_the surface always turn-up-inpairs~on-either side of the centre. ’
Polarities are present as |n the case of good and evil.
.

The form produced. on_the sutface {s based on a fungtion, A spiritual function requires »

e
1931/M t: Mew hings on old sofl. Colour, expression. ||I
The traditiona! concents of linear perspective: "Notation in manuseripts Th|s expression is based on the elements Dematenallsed elements. The required ex- :
t:;elz;::"bd; ;“;f:ﬂ:lg;i‘;z: ;":o‘;;‘;:g:"”“d are "o paint wall is simply this: To put the rlght pression is-ohtained wot by malerial but by ideal means. The lde_g_lflrements liberate the
top-bottom, left-right. colour in the right place.' eigr_e:q_slon and fix it c]early on the plane,
——— e [P }Oa!‘ é‘(c
39 ad ket
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1939/LM 182 Accident, Tempara and crayon on
whilg underpainting,

Exchange al the dimensions that povern our
natural sense of up and down.

In the dimensions of the plane: Determination of position by means of co-ordinates.

areulpad

Co-grdinates Abaclssa

Here the position of P is given by its position above (below) the abscissa and s position
to the left {right) of the ordinate [1,2].

Above and to the Below and 1o the
left [1] right [2]

Orientation in space, In fixing a point in space, we must consider the dimension in
front - behind as well as the twe above-mentioned dimensions: in this cage, the point P
Is fixed wlth respect to three dimensions, -

From the spatial point of view, P is also localised by its position in front of or behind the
co-ordinate plane,

In front Behindl




|
Summing up.these. dirsctions, we obtain the following picture in space:
w
!
! i
In this case the point P Is fixed with | P i
,E respect to three dimensions CoE i
H ST T T (LT 7 T, ...__ h
r 5 ; l
] i
. ! : 5 |
; mtt,fh
I ................... e
1 1
! L
af
i
-., abova_
} Iefi“_‘_ '_,::right
i N . _.‘
The three dimensions combined below -
1928/P B4 (latian clfy, Watercolour, * in cube .
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The ‘F orients itself in space according to three dimensions [1]. it judges its position in
this space according to the concepis:

above = below
lett hand — right hand

in frent —» behind Synthesis of chlective body and subjective space

right left vight
Wwarm

%

P
-95
o,

below

1 dense black

Transposed to the surface, our spatlal picture looks like this [2]. Forthe sake of precision
we take a cubic space with fixed boundaries. On the left —» right line the position
is computed according to the distance from the left- ar right-hand bounding plane or
from an intermediate polnt. On the horizontal plane the distance to the front or back Is
also measured {estimated). The pesition In space is also computed by referencs to the
upper and lower plane. In above — bslow, the downward direction predominates; the
upward drive operates only as a carollary to the downward pull J,, {attraction qf_‘the earth).
This is the real force: the upward drive is secondary. ) s

In left — right {attracticn of heat), the direction is free and the drive towards heat may
predominate {accent on the direction from left to right).

In behind — in front the forward direction is also frae, and the forward drive may predomi-
nate (accent on the direction from behind to in front).

44
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front

1829/p B: Vitlage in the raip, Pen-and-ink drawling.
Two directions of mavement overlap in a
rhythmic cambinetion of forms,

I we cansider direction or movement, we abtain the following result:
1. Dimension; left-right, movement sach way

2. Dimension: above-below, parallel movement

3. Dimension: front-back, movement and countermovement [3}
Mavement and countermovement (in which a clash is possiblae),

In answer to the question ‘Where does it enter?’ we measure: height, width, length or
dapth, and displacement (in relation to the norm),

striving forward
heat
The tarward drive, combined with directian

attractlon of earih

line of sight

—»

Dimensional directions in the ‘I’ foaling of warmth
.‘/
’ / slance

i

MR
"?‘.s@\\'\sa -

M

45




Questions of articulation in pictorial space. In painting, 'the picture' should be re-
garded as the object. The plcture is the-whale; the parts should be evaluated |n relation
to the whole, that Is, in relation to the picture. This makes format of foremost Importanca,

—

o

But it does not exclude the so-called ohject In the tradltional sense. And even in the good
old masters objects must always be judged as parts of the whole picture. This fish is an
‘object in the old sense, while from the modeérn point of view itis part of the picture.

1 2 )
]
\ . H
] I, Bicture body (format) !
i
i .
’ |
I 1. Fish body 2. Fish space
I [ |
1926/E zero, Reworked In 1996, Fish in circle, . Four outer
i . pictorial
on. Parts of ths fish limits of epace
. bodya, b, ¢ d,e,f,g ™ |
N The relation of the pletorlal components to .
one gnother and to the whole: .
-~ [1] Fish ia clrcle, 1986 - Example
of tha problema of artlculation in pictarlal spece.
Balance between directlons of movament, in & circie
[2] Example of articulation In & circle. B
(Appiied axercise from ‘Dlaprams within Ot four corners of space, the inner k\\ I
square and circle’ 8/15.) . boundaries of the fish bady, h, i, k, | N /j;l J
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1630/y 1 HMouse, ouvlside and
instde. Waltercolour,
Transparent-polyphonle
interpenetration of the

inside and autaide,
Ovarlapping of simultanecus
represenialfone ot ground-plan
and elevation,

Orientation in plctorial
space

Practical considerafions in regard to space: tho spatial character of the plgpg
inary. Oiten i} represents a conflict for the painter. He does not wish to treat

is imag.
. o U L the thirg
dimension illusionistically. Teday a flat effact is often sought fn painting. But if differeng

parts of the plane are given diffarent values, it is hard to avold a cortain effect. of depih.
If everything remains perfectly flat, we might under cartaln circumstances have a goog
carpet. If It does not remain flat, we come to the formal problem of the third dimensian,
One of the artist's basic problems is how to enlarge space.

We do it by means of overlapping planes. In thig way we can create the illuslon of jarger
and smaller pianes in depth. Side by side, one bohind the other, overlapping, inter.
penetrating. if we compare the steps, we tend 1o see differences in them. The mere tacts
of a side by side and one behinld the other, argue the presence of 'behind-in front’, Here
even boundarles are spatial, and progresslon always produces an offect of depth.

Ever after the Renaissance, perspectiva was used in the enlargement of space. It is an
inteltactual device.

There have been other experiments with exact method in art, Exotepic and endotoplc

treatment, by flooding and tapering off of colour.

All this is a struggle for space. The sfruggle is not determined by outward necessity, the
aim is inward, It encampasses a number of things, including the ultimate problems of
space. instead of problems we might say: a certain mystery, Simple things can also
present a problem. We mustpendera great many factors that all culminate in the problem,
the mystery, e - _

Once extension in ¢ne of the two -dﬁensions is brought out sharply, we have the im-
pression of a plane. It brings-with it a tendency to orient oneself by this dimenslon,
Majer-miner, large or smal) components, brilliance-darkness, behind-in front, And so the
desire_or need {0 bring In a third dimension 'lves fise 1o very sTmpls artistc contrasts.
17 what we designate as the main object is ot in the foreground but In Between, and
simflar things lie in front and behind, as regards the third dimension we shall have three
different frontal planes. Then the main action takes place in the middle, through its rela-
tion to the frontal planes ‘behind and in front",

There is a conceivable bridge between the foremost and the hindmast: so tha middle is
not free. We see that there is an elemant of unclarity in the dimensions, The notion of
fluld space with a fourth imaginary dimension, time’, makes nothing clearer,
These intellactual constructions require exact clar]ﬂcatm—ﬁmi'"ﬁ“ﬁ"sama as an
artistic law. '
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"“""'_'i 10287m 1: Houses al crossraasds, Watercolour.

Endotopie and éxotopic treatment with a view {o
simultaneous interpenstration.

‘The movement of boundary conirast’,

says Klee, 'is brought out In diffarent ways.
Sometimes we have an endotepic treatment
aimed to produce contrast on the boundary,

and gometimes an exotopic treatmant, Semetimes
the endotoplc centre receivos a special new
emphasis. A conflict arises between endo- and
exotopic. Then wa have a sort of

mesh of forms.!

The simultaneous treatment of inside and cutside -
polnts 10 the concept of simeltanelty, i.e. of
contacte between many dimenslons (p.88).

Cf. the Interpenetration of ground-plan and
slevatlon in House, oulside and fnside {p.48) in
contrast to the Increased emphasis on the ground-
plan In Houses ai crossroads.

For the mesh of forms, i.e. the simultanevus
treatment of ground-plan and alevation, ef. the
frequently riaprcduced pictures:

19151168 Compesition with windows, oll.
1918232 The fulf moon, oll.

1910707 Fagade, brown-green, oll on paper.
SAentliche Kunstsammlung Basle, and

1819{199: Inside of house {p.154}, with main
emphasls an endofepic elevation.

CF 1930k g: Yase. Watercolour,
‘Positive-negative plane formation aa
Interpansiratien of form and space.’

Colour reproduetion In Dokurmenidrmappe
Kiee-Gasallschafl, Bentell, Borne 1940, and
Grohmann, pr.zaﬁ.

1025/ 11 541l fife with fragments, Qil.
ISImultaneous treatment of base and elevation,
inside and autside.'

15305 B: Plin of a casile. Drawing with accent on
light and shade, Spraved watercolour,
‘Endotopic and exctople plan,

Endotopic
freatment

N Exotopic
“treatment
‘\\““-\.

—
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Endotopic -~ exotopic

These two principles of the posltive-negative treatment of relief, applled
fo linear flgures containing intersections.

Rule: in handling boundary contrast, always stay on one side of the line,




]
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Sauars, endotopic treatment [1]
Square, exotopic treatment [2]
Square, ireatad as a body without
refarsnce to inside or outside [3]
Corner, endotopic treatment [4]
Cornar, exotoplc treatment [5]

i we call 1o mind Klee's statement;

'The depth of our surface is imaginary', it
follows that without a perspective viewpaint in
space, 'the relations on the scene’ havs to he
grpanised. Tilg proves necessary If we wish to
indicate clearly the directions of motion,

We have a thrae-dimansional space when tone
value or celour |5 addad to a linear plane figure.
Hera Klee's conception of the third dimension
differs appreciably from tho penerally held notions
of epace and dimension,

Movement from black to white

it Is based on the space-time unit which covers
completely avery movement,

Countermovement
from white to black

The two movements

The step that the eye takes from a lighter taken tOQElher

inner peint of the surlace 10 a darker euter one
presupposes molion Irom inslde to out

{or vice varsa): from fore to rear.

Examples of space penerated by tone value!
House, oulsfde and instde, 1830y 1 {p.48) and
Polyphonic selting for white, 1930/ 10 (p.374),
Metion is attained through the depth that tona
value and colour give, Klee designates

depth in @ non-perspective space by using
metion, ‘from fore to rear’. This is the apatial
expression of inside-cutside |1y terms of
mation and countermalion.

{Cf. Diagram 3, p.45, and the sectioi:

The succession or the temporal funclion of a
pieture. Acfive and passlva motionin form, p.360,)

Movement and counter-
movement in the dimension:
in front-behind

53

Schematic representation

black while
in fronft
white
black black
hlack
major bage in front
white
white white
black
whits hlack
major base |0 front kehind
arey
P ———
whita black
in front
~ behind




L
A
L (VRN
. il Mo [Aq 0 qJ
. ' 7H _l r.‘ — ___F,f
= 'h. l )
{ T . ; = \ , b

. A
iN AV -0 J,'_ L] i '

These difforent treaimsents - the endotopic and the exotopic — are dlametricaliy opposad
to-one another,
Expressions of energy are haged on contrast: this contrast betwasn endotopic and

axotopic treatment applies not only To the way it actually works but also 1o the function
that is set in motion. What 1s freated exotopieatly om thepicture-plane t87ids 16 stand out.
CWhat is treated endofopically t8nds 1 TEcedes
This brings us to the third dimension. But there are exceptions to all general principles.
Sometimes, it becomes impossible to say that something really goes back or comes
forward. The third dimension asserts itself, but stifl operates with flat values that stand
a little farther back or forward. This is the relief style. Through it is expressed slight
movement in the foreground. The endotopic and exotopic activation lessens the objective
element and brinps up the possibilities of boundary centrast.
& work iz ihree-dimensional-when_lta_outside.and.insida can be clearly differentiated.
When hsight, width, length, or depth may be measured on the basis of a norm.}
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1929/3 10: Sanfa A ai B.
Fen-and-pencil drawing.

1930/U &; Spalial siody (raifonal connsctfons).
Pencil drawing from the setlas
'Studies in three dimensions’,

*In & plena the norms are co-ordinates,
In cubic space the norm is dislance
fram 1he centrs. Cf. p.4d.

et = ————— e

1Tha diagrams relating to the orientation of the 7’
In pictorial space slast from an ideal centre,
commeon to the *I' and to the ‘work’, Every

- movemeint in illusianistic flat space’ stands in

relation to the natural sence of direction of the '|*
and to 1he contro of the work. The resulting
ralations are slgnificant, especially for an axact
descriplion of the directions of motien, and
replace the cancepls of fareground, middie ground
and background, which are not applicable to a
non-reprasentational picture. Compare the

. diractions of motlon In 'ustrations to a Theory

of Plctorlal Form, p297 (and also pp.A69-420).
Thoe examples indicate thet In a predominantly
dynamic process — for example, spiral movement
from the inside out — the concept pairs lelt-rioht
(reeipirocal mollon) and up-down (paraliel motion)
are not adequate. It we wish t¢ establish the
direction of mollan, we must also use the concept
in front-behfnd.

*The stage on which the play
takes place.

Oriantation in piciorial space is achievad through ths.idea.that the work s_a.mirrerimage
a_f_t_tign ‘I'' and moreaver an upright Image of an ‘' that stands.

picture

behind

1 behind

14

The upright *I' and the work look sach other in the face. Because the 'I' is assumed to be
upright, the dimension above —» below remains the same both in the ‘I" and in tha work,
If the mirror, for example, were not upright, hut fixed horizontally to the flaor or ceiling,
the dimension above — balow would seem the wrong way round according to the mirror
image.

The next dimension left —» right appears in the same direction in the work (the mirror=
man}, But if | raise my left hand, the mirror-man raises his right; if | advance my right leg,
the mirror=man responds with his left. This logical reversal becomes important on the
stage® where real human beings face us, though they seem reflected in a mirror. When
the stage script says ‘lef', it has to make clear therefore whether it means to the left of the
audience or of the stage.
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10295 7: Arrow fn garden. Gl i ;
{5 7: Arrow fn garden, O4 The third dimension in front — behind, corresponds for the 'I' and for the mirror-man

both in fact and in appearanes, but the directions are opposed.

I' - above
pleture - ahove pletura - bahind

picture — In front

picture - left

ture -1 picture - right

' = rlght

'=Indront

picture - below

I - behind 'I"w below

befora him. Then he can assume that the dimensions akove —3 below and left hand —-
right hand in the picture run in the same direction as his own dimensions, but that as far 1
as the dimension in froant — behind is coneerned, the directions are reversed; ina man- "

To sum up: the beholder of the picture should imagine that he has his mirror image
ner of speaking they mest him halfway.

to fit him.

: 'I" and the picture look each other in the face.
It is posslble to singla out the unlgue by narmal .
means, by way ol mevemant or articulation, ’

The dynamic Is in the action. [t moves, it Is nol .

atafic beinp, but process. Relatively predominant AP
baing and ralatively recessive helng, By way of

contrast, the fixation of developing motlonin a )

pracise momant,

‘If localittes tend towards the centre, there is a

peychological reason for 1t, The rgtional and the

1
The picture as mirror image of the creative artist; the dimensional concepts are made ‘
3

less rational are mixed. The meaning of this law Is
that a simple natural scene I8 given and that

In this natural scene one partlcular thing is
emphaslsed,

The welght on the centre stresses the deviatlon

; behind-above in front-above

&)
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{rom the norm. left hand-right hand } change

The arrow as aclive agent [0 the many-sidad in front-behind places in frant-below be&hind-below !

mofion of the total spacs above-below remains stationary saen from in front seen from behind U H
|

LY




s

maiEvin ST

w4

4‘1+:Fq-$j"i )
i

e
L L

T R : . i
’

. M#W wr o Rack ., { taus) -
t . . . . ‘_'___(__J f‘__‘. o ._,.i__

i

i I

\ TN
askle {maip N

'I. &““"a‘(i//d Losr s |
I e mh’ 4 &.’A’w«)'zq,
A

-

Facslmile page from the '"Theory of Articulation’
with strass on the major-minor function:

flfty days and ffty nights {ynajar}; among them
three hol days and lour cool days (minor).

What we are after is not form
but function!

LThis text Is the first version of the arlicle

'Bxakte Versuche Im Berclche der Kunst', which was
later considerably rewarked and published in the
Bauhaus Teilschrift f&r Gestafiung, The firet

verslon bears no date, but was most probably
written sevaral yeare betore the revision and
puhblication. In the first version the emphasiz is on
the problem of function' and the ‘creative'.

tn the sacond verslon, the accent is on a
harmonious balance betwaen exact knowledge (the
educational factor) and intuition.

The editor has fakan the fitle fram the text

Crassed out in the text; ‘boundaries begin in
eyelical regularity, whare the capntlve point moves
with the finest preclzion’,

*Crassed ouf in text: 'The halr ancher Is far away,
but this primal polat is somewhete’,

6. Objects in nature investigated in regard to their inner being. Essence and
appearance

Wa shall try to be exact but not one-sided. This is quite a task but we shall try just the
same, Knowledge tries to be as precise as possible. The imaginary is indispensable.
What we are after iz not form, but function. Here again we shall try to be precise: the
machine's way of functioning is not bad; but life's way is something mere. Life engenders
and bears. When will a run-down machine have babies?

The fundamental things of life are theoretically present of themselves; their essence is
exact function, with 'God’ so te speak {as one is still entitied to say). Human judgemant
yields certain approximations. Accerding to our standard, it has ‘come a long way', or
‘still has far to go'. In any event limits scon make their appearance.?

The tormula of the function is far away, but it is somewhere, the saurce and origin.®

*As creation Is related to the creator, so is the work of art related fo the law inharent in it.'
The work grows in its own way, on the basis of common, universal rules, but it Is not the
rule, not universal & priori. The work Is not law, it is above the law. As projection, as
phenomenon, it.is "for ever starting’ and ‘for ever limited’; but it does match the infinite-
ness of the law in this: even in its limited-sphere, the reckoning does not come ouf even.
Art is a transmission of phenomena, projection from the hyper-dimensional, a metaphor
for procreation, divination, mystery. But et us investigate further.

Consider the actual with benevolence; the present should not be deprived of its rights,
But measurs it by the eternal that is praserved throughout the changing times, periodi-
cally stirred up or, quite frequently, taken back to the woamb, yet immen sely fruitful even in
the latent state. Measure everything by the natural process and its law. That prevents
obsclescence, for everything is in flux and flows fast today, Do not define today, define
backwards and forwards, spatial and many-sided, A defined today is over and done for.
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Formalism is form without function. When we look round us today, we see all soris of
exact forms: whether we like it or not, our eyes gobble squares, circles, and all manner
of fabricated forms, wires on poles, triangles on poles, circles an levers, cylinders, balls,
domes, cubes, more or less distinct or in elaborate relationships. The eye consumes
these things and conveys them to some stomach thaf is tough or delicate. People who
eat anything and everything do seem to have the advantage of thelr magnificent stomachs.
They are admired! by the uninitiated formalists. Against them the living form. The
initiate? divines the primordial living point; he possesses a fow living atoms; he possesses
five living, ideal elements, the pictorial pigments, and he knows ol a little grey spot
whence one can leap successfully from chaos to order.

He has a presentiment of procreation. He has a certain knowledge of the first action,
can move things into being and make even their motion visible. His motion leaves traces
in them and there you have the magic of life. And for the rest there is the magic of axperi-
ence,

/Metaloglc is concernad with the smile, the gaze, the scent, all the sad uet’lons between
good and evil. The investigation of functions never ceases, and yet there are still, even
today, plenty of obstacles, thank God perhaps. For in the face of the mystery, analysis

stops per perplexed.® But the mystery is to share in the c creatlon of torm by pressing 1o forward

fo the saa_ll_gj mystery.

60

‘Qbjects in nature investigated in regard

to their inner belng,’
Cross-socilons of a calla lity, sfudies on the

gynthesls of essence and oppearance.

1Cut froit’ Consiructive drawlng illustrating the

progressinn within the normal tensions of
elementary forms, Cf. 1827/m 5: Cul fruodl,

Gil,

\Crosaad out: ‘envied’,

1Crossed out: ‘The wise man”.

'Crogsed qui:* ..,

stands =fill",

analysls “blushes™ and

An organ investigated with a view to its inner beipg (The transformation of a formal

theme and its amplificalion as a synthesis of outward sight and inward vision.)

An organ Investigated with a view 1o its

inner being:

1] Ariiculation *according to essence', studled on
lhe basis of a zimple axampla.

[2] Mature study; spatlal-transparent articulation
‘according to manifestation’.

[8] Dynamically accented study of articulation from
a flower.

(4] Detail from 1930/1 9, Spirits of the air,
pen-and-ink draw|no.

[5]1 Organic co-ordination in a compaosition: Detsil
from 1920¢Cmeaga 8: Group under frees. Wash and
ink drawing. Polyphonic Inlerpenetration of argans,
[8] Detail from 1030f7 8:

Dynammised starflshl, Pencil drawing.
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Study of a higher organism and the interlocking
responsiale for Ite total function, 'Polyphonle
synthesis with a linear-active subject’ -~ emphasis

on poinls of impact.

I%ege des Maturstudiums', first printed in
“Staathches Bauhaus Weimar 191923,
Fublshed by Staatiiches Bauhaus |n Welmar
and Kar Nierendon Gologne. Bauhausverlag,
Weimar/Munich 1923,

7. Ways of Natura Study?

For the artist, dialogue with nature remains a condifio sine qua non, The artlst is a man,
himself nature and a part of nature in natural space.

But the ways that this man pursues both in his production and in the related study of
nature may vary, both in number and in kind, according to his view of his own pesition in
this matural space.

The ways often seem very new, though fundamentally they may not be new at all. Only
thelr combination is new, or else they are really new in comparison with the number and
character of yesterday's ways, But fo be new as against yesterday is still ravolutionary,
even if it does not shake the immense old world. There Is no need to disparage the joy
of novelty; though a clear view of history should save us from desperately searching for
novelty at the cost of naturalness.

Yesterday's artistic creed and the related study of nature consisted, it seems safe to say,
in a painfully preclse investigation of appearance. | and you, the artist and his object,
sought fo establish optical-physical relations acress the invisible barrier between the '[!
and the 'you'. In this way excellent pictures were obtained of the object's surface filtered
by the alr; the art of optical sight was developed, while the art of contemplating unoptical
impressions and representations and of making them visible was neglected.

Yot the Investigation of appearance should not be underestimated; it ought merely to
be amplified, Today this way does not meat our entire need any more than it did the
day before yesterday. The artist of today is more than an impreved camera; he is more
complex, richer, and wider. He is a ¢reature on the earth and a creature within the whole,
that is to say, a creature on a star among stars.
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Siydy of the complamentery eflect of ribs and | eaf
shepas with Idantical Inner form and changed
outer form. ‘The plane form thal cames into beinn
Is dependent on the interlacking lines.

And whote the powor of the lines ands, the
cantour, the limit of tha plane form, arises.’
Theorelical knowladge of lhe enerpies that cre;:‘bﬁ
and artisulate forms In neture serves as a basls
far the creafion of free and compesits forma, i 1929/0E 42 Jumined feaf. Watercolour,
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Accordingly, a sense of totality has gradually entered into the artist's conception of
the natural object, whether this object be plant, animal, or man, whether It be situated in
the space of the house, the landscape, or the world, and the flrst consequence s thata
more spatlal conception of the cbject as such is born.

The object grows beyond 1t appearance through our knowledge of Its inner being,
through the knowledge that the thing is more than its autward aspect suggests, Man
dissects the thing and visualises its inside with the help of plane sections; the character
of the object is bullt up according to the number and kind of sections that are neaded.
This Ia visible penetration, to some extent that of a simple knife, to some extent helped by
finer instruments which make the material structure or material function clear to us.

The sum of such experlence enables the ‘I' to draw inferences about the inner object
from the optical exterior, and, what is more, intuitive inferences. The optic-physical phe-
nomenon produces feelings which can transform outward impression into functional
penetration more or less elaborately, according to their direction. Anatomy bacomes
physiology.

But there are other ways of looking into the object which go still farther, which lead to a
humanlsation of the object and create, between the 'I' and the object, a.fesonance sur-
passing all optical foundations. There is the non-optical way of intimate physical contact,
garthbound, that reaches the eye of the artist from below, and there is the non-gptical
contact through the cosmic bond that descends from above. It must be emphasised that
intensive study leads 1o experiences which concentrate and simplify the processes of
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1851 tw 18 Landscapely-physiogromiic,
Colour,

Auge

Cantrum

Du (Gepensiand)

Dynamik

Erde

Ergrheinung

Ich {Kiinstlar)

metaphysischer Weg

nlcht optischer Weg

gemeinsamer lrdischer
Verwurzelung

hosmischer Gomeln-
samheit

optiach-physicher Weg

slchtbare Verinneylichung

Statik

Welt

oye

cantre

thou {the oblect)
dynamlcs

earth

appedarance

1 {the artlst)
metaphyzlcal way
non-optleal way

of shared terrestrial roots

of casmic community
optical-physical way
viz|kle intenaity
statice

cagmos

*

;NhICh we have bean speaking. For the sake of clarification | might add that the lower way
Ieev;ls through the realm of the static and produces static for;‘ms. whife the upper way
eads through the rezlm of the dynamic. Along the lower way, gravitating towards the
centre oif the sarth, lie tlhe problems of static equilibrium that may be characterised by the
:Nor:.laf: Teo stand doespite all possibllity of falling'. We are ted to the upper ways by yearn-
ing to free ourselves from earthly bonds; by swimming and flyi

Comstrant s pure o . ; 9 ying, we free.ourselvas from
All ways meet Irl the eye and thers, turned into form, lead to a synthesis of outward sight
:r;dulm:ard v:13|on. It 1s here that constructions are formed which, although deviating
otally from the optical image of an ohject yet, fr o i

e o ] yet, Trom an overall point of view, do not
Through the gxpe‘riance that he has gained in the differant ways and translated into
w.ork, the sjtudent fie.nmonstrates the progress of his dialogue with the natural object
His g.ruwtf\ in the vision and contemplation of nature enables him to rise towards a meta-
Physncal view of tlha world and to form free abstract structures which s5uUrpass schematic
intention and achieve a new naturalness, the naturalness of the work. Then he creates a
work, or parflicipates in the creation of works, that are the image of God's work
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l — . ol ! { ™ . vExakte Versuche im Berelche der Kunst, flst 8. Exact experiments in the realm of art!
- | published in Bauhaus, Vierlelfabrzefisehaift fur
Geslaftung, vol. 2, No.2, Dessay 1908,
. ; l i The complete text reprinted in the prospactus,
T . : “Jurge Mensehen kommen ans Bauhau g’, Baubaus
_ - ; I . Dessau, Hochachule ftir Gestattung, uvnder the
. ! title, *Paul Klee spricht’, Dessay 1avs,
R f | i
. L < ! ll
A ;
! i n :
A - . (/'j | . j
) By B i;' ‘, 5;
o : .
3 e - ) ,‘i , 2:
. i S - ; ' ;:;T::":;'t':’; ih::;nc?r?m 3"':::6“%0'"; We construct and keep on construc.:ﬁng. yet intuition is still a good thing. You can do a
! ey ; o "mm‘i‘“ ) Ci;d N, ose Wheh may sy good deal without it, but not everything.? Where intuition Is combined with exact research
A - o : _ it speeds up the progress of research. Exactitude winged by intuition? is af times best.
+ 1 o ' k But because exact research is exact research, it gets ahsad even without intuition,
\ | ) *'de & good deal but can awaken no true aristic though perhaps not vety quickly. In principle it can do without intuition. It can be logical;
S ; . ' 1‘ life. To no work ‘“a““'hf“ it can construct. # can build bridges boidly from ene thing to anather. It can maintain
IS _ S o ; concaption 13 significant. order in the midst of turmoil, :
] N S - A ) in art, too, there is room enough for exact research, and the gates have been open now
:\ -_— TR . ¥Exact research winged by Intuition surges for quite some time. What was accomplished in music before the end of the eighteenth
L\"_/"' 4= Eaa i o powerfully forward. century has hardly been begun in the pictorial field. Mathematics and physics provide z
P _ ; . A N o t lever in the form of rules to be observed or contradicted. They compel us — a salutary
- 4o A i necessity — to concern ourselves first with the function and not with the finished form.
&’ i e = mu oL ! i *Mechanical problem: i.e. in referance to statles Algabraic, geometrical, and mechanical problems® are steps in our education towards the
i and dynamics, esseontial, towards the functional as opposed to the impreasional. We learn {o see what
3 '_i s ! ; !In place of ‘what flows beneath': ‘the law that flows bensath,® we learn the prehistory of the visible, We learn to dig deep and to lay
' = YR flows beneath'. bare. To explain, to analyse.
LY P We learn to laok down on formalism and te avoid taking over finished products. We
' P ; ' | learn the very special kind of progress that leads towards a eritical striving backward,
. R - o : towards the earlier on which the later grows, We learn to get up early to famlliarise our-
; - - SN ", ! . selves with the course of history. We learn cogent truths on the way from causes to facts,
’ R ....J.‘L‘_. S i"-. Foor +Ceonstructive drawing from 'Nodal points in space’, ~ We learn to digest. We learn to organise movement through logical relations. We learn
| T 1 )7 The outer surfaces and their Inner nodal poiats fogic. We learn organism. As a result the tension between us and the finished product
1 o ' . ) ' linked in pairs {nodal paints in cuhic space). aases. Nothing exaggerated - tension inside, behind, underneath. Passionate only deep
i) within. Inwardness, ]
s ;
/'r‘.’.“ - -




Allthis is fine but it has its limits: intuition remains indispensable. We document, explain,
justify, construct, organise: these are good things, but we do not succeed in coming to
the whole. We have worked hard: but genius is not hard work, despite-the proverb,
Genius is not even partly hard work, as might be claimed on the ground that geniuses
have worked hard, in spite of their genius. Genius is genlus, grace; itis without beginning
and end. Itis creation. Genius cannot be taught, because it is not a norm but an excep-
tion. It is hard to reckon with the unexpected. And yet as leader it is always far ahead. It
bursts ahead in the same direction or in another direction. This very day, perhaps, it is
already in a place we seldom think of. For from the standpoint of dogma, genius is often a
heretic. It has no law other than itself.

The school had best keep quiei about genius; it had best keep a respectful distance. The
school had best lock up the secret and guard it well, For if this secret were to emerge from
latency, it might ask illogical and foolish questions.

It would stir up a revolution, Surprise and perplexity. Indignation and expulsion. Out
with the total synthetist! Qut with the totaliser! We're against!* And the insults would
fall like hail: Romanticism! Cosmicism! Mysticism! In the end we should have to call in
a philosopher, a magician! Or the great dead {who are dead?)? We should have to hold
classes on holidays outside the school. Qut under the trees, with the animals, by the side
of brooks. Or on the mountains in the sea,

We should have to give assignments such as: construction of the secret. Sancta ratio
chaotical Scholastic and ridiculous. And yet that would be the assignment-if'i:onstruction
accounted for everything.? '

But we may as well calm down: construction is not ahsolute. Qur virtue is this: by
cultivating the exact we have laid the foundations for a science of art, including the
unknown X, making a virtue of necessity.*
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"We, the over-analytical, are against.’
“Notf a word aboui the great dead. They're dead.'

¥Here we should need a philosgpher whom people
could understand.' -

‘Note at the end of the manuscript: ‘Line of
reasoning. What exact research can do with and
wlthout intultlon, What it cannot do without
Intultlon. (Genlus), The necesslty that hecomes a
virtua; Advantages for sclence and the achool.'

Law

The truth about a palm-leal umbrella.’
Construction on the basis of progression and
regression of angles, Progression of radii in a
24-part circle. Connections: 24-2, -4, 2-6, 3-8,
4-10, 5-12, 6-14, 7-16, 818, 9-20, 10-12.

Lirregularity as a deviatlon from the
constructlve narm.

Irregularity! means greater freedom without transgressing the law.

The conflict between universal and restricted application. The partial choice has ex-
pressed itself as an absolute structure (omission of the universal) or as a relative struc-
ture. Accented, but at the same time susceptible of being measured by the law which
forms a part of it.

All figuration relates the general to the particular. It is more personal or less, according
to the nature of the relation.

But if the priests ask sternly: ‘What is this shocking anomaly you are producing?' —the
absolute structure rr)gkes it pos'sible to prove afterthe fact that the law has been observed,
while the relative structure includes the proof, rejects the question, and makes the proof
unnecessary. Thus the ahsolute is more free in Its gesture, but not in its essence, Many
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9, Purity is an abstract realm

things are free without showing it; others are free only in a very limited sense but present
a free appearance In the freedem of this gesture. '

To be an abstract painter does not mean to abstract from naturally occurring opportuni-
ties for comparison, hut, quite apart from such opportunities, to distil pure pictorial
relations. Example of opportunities for comparison:

What is represented looks like a woman, a cat, a flower, an egg, a cube.

Pure pictorial relations: light to dark, colour to light and dark, colour to colour, long to
short, broad to narrow, sharp te dull, left-right, above-below, hehind-In frent, circla to
square to triangle.

|

blue

‘ backward yellow

forward

In regard 1c the question "Abstract?’ the treatment of direction is crucial. If you set the
yellow farward and the blue back, then that is abstract,
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1815/83: Blossom. Pen-and-ink drawing.

"Abstract?’

CF 1923162; Architocture, Gils

Colour reproductlon: Srehmann, p.20f,
19271k 9: Plant and window = still llfe. Qil,
Colour reproduction In Pokumeniarmappe
Klee-Geselischafl, Benlell, Berng 1349,

\

[

But if you use lighting to emphasise or underemphasise in front-behind then that is
representational. According to the angla at which it falls on the picture, the beam of light
produces ferward and back. You are imitating a plastic object with the help of a light
source that lies outside the picture plane and cannot strike the plane as such,

This kind of representation that gives the iltusion of an object (whether known in nature
or not) can be particularly unpleasant if the painted light, for example, comes from the
left while the window in fact stands to the right.

The ctucial point I evaluating such a picture is not whether dog, cat, etc. or ‘nothing'
(which doos not exist) is represented, but whether the representation makes use of
means that belong to picture-making, or do not.

/

' /)

painted light picture window

—— +— light

Ught
from left

Purity is an abstract realm, Purity is a separation of elements pictorially and within the
picture. Nothing may be added that comes only from outside. If, despite the pure separa-
tion ot the elements, extraneous concepts like “catdog’ establish themselves pictarially
and in the picture, they are permitted.

Thus from an abstract point ¢f view the outcome cat or dog is not to be condemned if it
occurs along with (or in spite of} a pure use of the pictorial elements. What is o be con-
demned is blurring introduced by extraneous concepts, Where the action of the elements
Is purest, offects of behind and in front are: a) usually inevitable, b) a considerable prob-
lem, c) permitted.
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1930/e 10: Ad merginem (in the margln),

Oil.

'CF. p.65, watercolour 1929/0E 4; [ilumined leaf,
end p.48, 1930y 1: House, outside and inside.

Examples:

19191189: Growthr /n an old garden. Watercolour.
1930/e 9: Sunsaf, Oil.

1832/x 14: Ad Parnassum, Oil,

Giledion, p.132,

The light can contribute to the represenfation if it does not come ffom outside but is
formed in the picture. In other words, its scurce must be in the picture both as regards
position and function:® '

A schematic example of pictorially pure usa of light:

In contrast to the rest of the picture, the source of light must be shown by extracrdinary
and extremely powerful means (cause and effect). The light may be bright on a medium
contrast, e.g., normal grey; the middle zone makes fine gradation possible where
obstacles to unlimited diffusion occur. The light may also be warm (a source of heat).

75




10. Creative Credo?

I. Art does not reproduce the visible but makes visible. The very nature of graphic art
lures us to abstraction, readily and with reason. It gives the schematic fairy-tale quality
of the imaginary and expresses it with great precision. The purer the graphic work, that
is, the more emphasis it puts on the basic formal elements, the less well-suited it will be
to the realistic representation of visible things.

Formal elements of graphic art are: points, and linear, plane, and spatial energies. A plane
element which is not composed from subordinate units is, for example, an energy, pro-
duced by the stroke of a broad-edged pencil, uniform or modulated. A spatial element,
for example, is a misty, cloud-like spot made by a full brush, usually uneven in its intensity.

Il. Let us develop: let us draw up a topographical plan and take a little journey to the
land of better understanding. The first act of movement (line) takes us far beyond the dead
point. After a short while we stop to get our breath (interrupted line or, if we sfop several
times, an articulated line). And now a glance back 10"see how far we have come (counter-
movement). We consider the road in this direction and in that (bundles of lines). A river
is in the way, we use a hoat (wavy motion). Farther upstream we should have found a
bridge {series of arches). On the other side we meet a man of like mind, who also wants
to go where better understanding is to be found. Atfirst we are so delighted that we agree
(convergence), but little by little differences arise (two separate lines are drawn). A certain
agitation on both sides (expression, dynamics, and psyche of the line).

We cross an unploughed field {area fraversed by lines), then a dense wood. He gets lost,
searches, and once even describes the classical movement of a running dog. [ am no
longer quite calm either: another river with fog (spatial element) over it, But soon the fog
lifts. Some basket-weavers are returning.home with their carts (the wheel). Accom-
panied by a child with the merriest curls (spiral movement). Later it grows-’dark and sultry
(spatial element). A flash of lightning on the horizon (zigzag line}. Over us there are still
stars (field of points). Soon we come to our original lodging. Before we fall asleep, a
number of memories come back to us, for a short trip of this kind leaves us full of im-
pressions.

"The ‘Creative Credo’ was flrst printed in

Tribiine der Kunst und Zeif, edited by Kasimir
Edschmid: Erich Reiss Verlag, Berlin 1920, The
lit'e volume contained contributions by varlous
writers, painters, apd composers. In the order of
ihe table of contents: Schickele, Pechstein, Unruh,
Grosman, Klee, Toller, Benn, Hoetger, Beckmann,
Scharff, Becher, Schanberg, Kaiser, Felixmiller,
Sternheim, Holzel, Marc, Daubler.

Various notes added to Paul Klee's private copy .

indicate that he made use of the text, begun in
1918, in his early teaching at the Bauhaus.

For example, a note under Section V, referring to
the grasp of form through nature study in

Sectlon Il as ‘elementary building material’ (in the -

pictorial sense), These additicns to the
manuscript have been faken into consideration.

1019/115: Landscape wilh gallows.
Cil on cardboard,

The ideas underlying Landscape with galicws,

1918, peint to the ‘Creative Credo’, begun in 1918
and published In 1920, In the landscape the

~ ‘forms suggested by nature study’ become

elementary symbols of experience. Section I, with
its ‘tepographical plan’, points to the relation
between landscape and the experience of forms.

All sorts of lines. Spots. Dots, Smooth surfaces, Dotted surfaces, shaded surfaces.
Wavy movement. Constricted, articulated movement. Countermovement. Network and
weaving. Brickwork, fish-scales. Selo. Chorus. A line losing itself, a line growing stronger
(dynamics).

The happy equanimity of the first stretch, then the inhibitions, the nervousness! Re-
strained frembling, the caress of hopeful breezes. Before the storm, the gadflies’ attack,
The fury, the murder. The good cause a guiding thread, even in the thick of twilight,
The lightning shaped like the fever curve. Of a sick child . .. Long ago.

Il | have mentioned elements of graphic representation which should beé visible in the
work. This must not be taken to mean that a work should consist solely of elements.
The elements should produce forms, but without losing thelr own identity. Preserving it.
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Usually several of them will have to stand together o produce forms, or objects, or
other secondarj things. Planes produced by lines entering into relations one with another
{e.g. as one sees stormy watercourses) or spatial structures produced by energies related
to the third dimensiaon {(swarming fishes). )
Through such enrichment of the formal symphaony the possibilities of variation, and
with them the ideal opportunities for expression, grow beyond number.

In the beginning is the act; yes, but above it is the idea. And since infinity has no definite
beginning, but is circular and beginningless, the idea may be regarded as the more basic.
In the beginning was the word, as Luther translated it.

1V. All hecoming is based on movement. In Lessing's Laocoon, on which we wasted a
certain amount of intellectual effort in our younger days, a good deal of fuss is made
about the difference between temporal and spatial art. But on closer scrutiny the fuss
turns out to be mere learned foolishness. For space itself is a temporal concept.
When a point turns into movement and line - that takes time, Or when a line is displaced
to form a plane. And the same is true of the movement of planes into spaces.
Does a picture come into being all at once? No, itis built up piece by piece, the same as
a house.
And what about the heholder: does he finish with a work all at once'? (Often yes, un-
fortunately.)
Didn't Feuerbach say: For the understanding of a picture, a chalr is needed? Why a chair?
To prevent the legs, as they tire, from interfering with the mind. Legs get tired from long
standing. The space in which we move belongs to time, character hefongs to movement.
Only the dead point is timeless. And likewise in the universe, movement is the basis of
everything. (Where do they get the energy? That Is the idle gquestion of a disappointed
man.) Peace on earth is an accidental congestion of matter. To take this congestion as
basic ig mistaken.
The Biblical story of Creation is a good parabie for motian. The work of art, too, is first of
all genesis; it is never experienced purely as a resuit.
A certain fire flares up; it is conducted through the hand, flows to the picture and
there bursts into a spark, closing the circle whence it came: back into the eye and
farther (back to one of the origins of movement, of volition, of idea). What the behalder
does is temporal too. The eye is so organised that it conveys the parts successively into
the crucible of vision, and in order to adjust itself to a new fragment has to leave the old
one, After a while the beholder, like the artist, stops and goes away. If it strikes him as
worth while — again like the artist - he returns.
In the work of art, paths are laid out for the behalder's eye, which gropes like a grazing
. beast (in music, as everyone knows, there are channels leading to the ear - in drama we
have both varieties). The pictorial work springs from movement, it is itself fxated move-
ment, and it is grasped in movement (eye muscles). r
V. Formerly, artists depicted things that were to be seen on the earth, things people liked
to see or would like to have seen. Now the relativity of visible things! Is made clear,
the belief expressed that the visible is only an isolated case taken from the universe

78

1Note in appendix.

1Nctation by Klee, added after first publication,

‘The grasp of form through nature study
(Section 1. [ shall read this te you, because a
number of graphic motife, that Is, elementary
building material, are menticned.!

and that there are more truths unseen than seen. Things appear enlarged and multiplied
and often seem to confradict the rational expenence of yesterday, An effortis made to
give concrete form fo the accidental.l

The inclusion of concepts of good and evil creates an ethic. Evil should not be an enemy
who triumphs or who shames us, but a power contributing to the whole. A part of con-
ception and development. The primordial-masculine (evil, stimulating, passionate) and
primordial-feminine (good, growing, tranquil) together producing a state of ethical
stability.

To this corresponds a simultaneous union of forms, movement and countermovement,
or to put it more naively, of objective contrasts (the use of disjunct colour contrasts, as
by Delaunay). Every energy requires its complement to bring itself to rest outside the
field of force. Abstract formal elements are put together like numbers and letters to make
concrete beings or abstract things; in the end a formal cosmos is achieved, so much like
the Creation that a mere breath suffices to transfarm religion into act. ‘

Vl. A few examples: A man of antiquity sailing a boat, quite content and enjoying the
ingenious comfort of the contrivance. The ancients represent the scene accordingly.
And now: What a modern man experiences as he walks across the deck of a steamer:
1. his own movement, 2. the movement of the ship which may be in the opposite direction,
3. the direction and velocity of the current, 4. the rotation of the earth, 5. its orbit, 6. the
orbits of the moons and planets around it.

Result: an mterplay of movements in the universe, at their centre the 'I’ on the ship.

An apple tree in'blossom, the roots, the rising sap, the trunk, a cross section with annual
rings, the blossom, its structure, its sexual functions, the fruit, the core and seeds. An
interplay of states of growth.

A sleeping man, the circulation of his blood, the measured breathing of the lungs, the
delicate function of the kidneys, in his head a world of dreams, related to the powers of
fate. An interplay of functions, united in rest.

VIi. The relation of art to creation is symbolic. Art is an example, just as the earthly is
an example of the cosmic.

The liberation of the elements, their arrangement in suhsidiary groups, simultaneous
destruction and consfruclion towards the whole, pictorial polyphony, the creation of rest
through the equipoise of motion: all these are lofty aspects of the question of form,
crucial to formal wisdom; but they are not yet art in the highest sphere. A final secret
stands behind all our shifting views, and the light of intellect gutters and goes out.
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We can still speak rationally about the salutary effects of art. We can say that imagina-
tion, borne on the wings of instinctual stimuli, conjures up states of being that are some-
how more encouraging and more inspiring than those we know on earth or in our con-
scious dreams.

That symbols console the mind, by showing i that there is something more than the
earthly and its possible intensifications, That ethical gravity coexists with Impigh tittering
at doctors and priests.

For, in the long run, even intensified reality is of no avail.

Art plays in the dark with ultimate things and yet it reaches them.

Fellow man, arise! Learn to appreciate this vi/iégiature: a change of air and viewpoint,
a world that distracts you, and gives you strength for the inevitable return to work-a-day
grey. And that is nof all. Let it halp you to shed your sheli; try, for a mmperit, to think of
yourself as God. To look forever forward to new holidays when the soul will sit down to
feed its hungry nerves, to fill its tired veins with new sap.

Let yourself be carried to this life-giving ocean along bread rivers and delightful brooks -
like the branches of concentrated graphic art,
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1927/d 10: The ships gat sall,
Oil on canvas on ‘wood,

Development of energy moving in a definite direction.

c p. 7%, Section VI: 1. 'his own movement,
2. {he metion of the ship’, efe,

Lecture delivered on the
occasion of an exhibition at
the Jena Kunstverein,

26 January 15241

First appeared in 1845 under the title:

Paul Klee, {ber afe moderne Kunst. Bentall, Barne,

Engilsh editlen: Qf medera ard translated by
Paul Findlay, Faber and Faber, London 1847

11, Survey and otientation in regard to . pictorial elements and their spatial
arrangement

Ladies and gentlemen:

As | prepare to address you herg, in the presence of my wark which should really speak
for itself, | cannot help wondering a little whether [ have sufficient grounds for saylng
anything and whatheér ! shall be able to do it right.

For while as a painter i feel quite in command of the means to move others in the direction
in which | mysell am driven, | feel that it s not wnthm my powers o map such paths so
sursly through the word.

Still, | comfort myself with the thought that my words will not stand alone; their alm is
merely to complement the impressions gained from my pictures and to add some defini-
fion that may be missing.

If | manage this at all | shal! be content and consider that my aim in talking o you has
been achieved.

It is often said that a painter should paint and not falk. | should have baen glad to dodge
this reproach by concentrating on the parts of the creative process which are carried on
largely in the subconscious while the work is taking form, Quite subjectively, | believe
that this would justify a lecture by a painter, for it would involve a change of emphasis,
a new approach. it wouid mean a partial shift of accent from the formal aspect, which
has been consciously overemphasised, to the quastion of content. A compensation of
this sort would appeal to me and might enable me to express my thought in words,
But wers ! to take this course | should be thinking too much of myself and forgetting that
most of you are much more at home in matters of content than of form. So | won't be able
to avoid saying something about form.

First | shall give you a look into the painter's workshop and after that I'm sure we shall
understand one ancther.

There must, after all, be some common ground betwesn laymen and artists, where they
can meet half-way and the artist will no lenger look |ike a mere eccendric, but like a creature
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set down unashked, as you were, in aworld btjnnumerable forms, and who, like you, must
get his bearings in it as best he can. Who differs from you anly in that he manages by
his own specific means and methods, and that sometimes, perhaps, he is happier than
the uncreative man, who cannot achiave release through art, '
You will surely grant the artist this relative advantage, for he has it hard enough in other
respects,

W

Let me use a parable. The parahle of the tree. The artist has busied himself with this
world of many forms and, let us assume, he has in some measure got his bearings in it;
quietly, all by himself. He is so clearly oriented that he orders the flux of phenomena and
experiences. | shall liken this orientation, in the things of nature and of life, this com pli-
cated arder, to the roots of the tree.

From the roots the sap rises up into the artist, flows through him and his eyes. He is the
trunk of the tree.

Seized and moaved by the force of the current, he directs his vision into his work. Visible
on all sides, the crown of thes tree unfolds in space and fime. And so with the work.

No one will expect a tree to form its crown in exactly the same way a3 its roots. We all
know that what goes on above cannot be an exact mirror image of what goes on below.
Itis clear that different functions operating in different elements will lead to sharp diver-
nencies.

And yet some people would like to deny the artist the very deviations that his art de-
mands. They have even gone so far in thelr zeal as to accuse him of incompetence and
deliberate distortion.

And yei all he does in his appointed place In the tree trunk is to gather what rlses from
the depths and pass iton. He neither serves nor commands, but only acts as a go-between.
His position is humble. He himself is not the beauty of the crown: It has merely passed
through him:

Before | begin to discuss the realms that | have likened to crown and roots, | must own
to certain qualms.

It is not easy to orient yoursalf in a whele that is made up of parts belonging to different
dimensicns. And nature is such a whole, just like art, its transformed reflaction.

Itis hard to gain an overall view of such totality, whether it he nature or art, and it is still
harder to communicate the view to others.

The answer lies in methods of handling spatial representation which lead to an image Movemant
that is plastically clear. The difficulty lies in the temporal deficiency of language. ment combliing epace and time:
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Tha inlarlocking towards total function Ina
free-formed polyphanie orpanism. The rhythmic
progressions are determined by successive
increase and decreaes, both guantitative and
qualitative, of the energies used, In the prasant
example the directien and character of the
movement reault from the denslty and spacing
of the [inear tensiens and nedes,

R

1934/ 17: Snake-paths, QI

Rhythms in nature become "truly individual

in the figuratlve senee whan their parts take on

a character that gees beyond the rhythmical’.
Where there is an overlapping of planss,

as in Snafie-paihs, two othar dimensions enfet in;
tone value &nd colour (multi-dimensienal ¢ontacts
betwesn means), Polyphanic intecpenetration

is based on an unequal progression of planes,
‘attenuated by a dynamic adjustment of
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progressive proportlons (displacement of
meyement}'. The surface is activated (contrast
between light and dark) and is contyasted across
the centre with frae movements (body of snake
and houndaries between planes).




For in language there is no way of seeing many dimensions at once.

In spite of this deficiency we must consider the parts in great detail.

But with each part, regardless of all the prohlems it presents, we must not forget that
it is only a part. Otherwise our courage may flag when we encounter a new part leading
us in an entirely different direction, to new dimensions, to a distant realm where our
memeory of previously explored dimensions may give way.

To each dimension as it seeps away in time, we ought to say: You are becoming past,
but later on perhaps, at some critical - perhaps fortunate - juncture, we shall meet again
and once again you will be present.

And if, as more and more dimensions turn up, it becomes increasingiy difficult for us
to visualise the different parts of the structure all at once, we must simply be very patient.
Unfortunately, what the so-called spatial arts have long succeeded in accomplishing,
what even the temporal art of music has achieved so eloquently in pelyphony, this simul-
taneous view of many dimensions which is the foundation of the great climaxes of drama,
is unknown in the realm of verbal explanation. Contact between dimensions must be
made outside this medium; and afterwards.

And yet perhaps | can make myself well enough understood to help you to experience
interdimensional contact when you look at pictures.

.As g humble go-hetween, who does not identify himself with the crown of the tree, i
think | may promise you a radiant light.

And now to the point, to the dimensions of the picture.
| have spoken of the relation between root and crown, between nature and the work of
art, and explained it by the difference between earth and air, and the correspondingly
different functions of depth and height.

- In the work of art, which we have likened to the crown, we enter specifically into pictorial
dimensions, which demand distortion of the natural form.
For such is the rebirth of nature.
What, then, are these specific dimensions?
First of all there are more or less limited formal factors, such as line, tone value, and
colour.
Most limited of all is line, for it is a matter of measure alone. Its use depends on length
(long or short), angles (obtuse or acute), radial and focal length. All these can be
measured. '
Measure is the hallmark of this element, and wherever the possibility of measurement
is in doubf, line has not been treated with absolute burity.

Of a rather different nature is tone value, or chiaroscuro as it is also called, the many
degrees between black and white. In this second element we deal with questions of

.-/"
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Line movement from 1934/M 12:
Carrler for a shisld.
Pen-and-tnk and watercolour,

weight. One degree has white energy, more densely cr more loosely packed; another is
more or less weighted with black. One degree can be weighed against another. And
further, the black can be related to a white norm (on a white background), the white
refated to a black (on a blackboard), or both together related to a middie grey.

Thirdly, colour, which obviously has still other characteristics. For we cannot fully define
it by measure or weight: where scales and ruler reveal no difference, for exampie, between
a pure yellow surface and a pure red surface of the same extension and the same brilliance,
an essential difference remains - which we designate by the words yellow and red.
Just as we can compare salt and sugar in every respect — except in their saltiness and
sweetness,

I should therefore like to call the colours qualities.

Accordingly, we have three formal factors, measure, weight, and quality. Despite their
fundamental difference, there are certain relations between them,

The nature of these relations will be seen from the following brief analysis.

Colour is first of all quality. Secondly it is weight, for it not only has colour value but also
light value. Thirdly it is measure, for in addition to the above-mentioned values, it also
has its limits, its area and its extension, which can be measured.

Tone value is first of all weight, while secondly, in its sxtension or limits, it is measure.

But line is only measure.

Thus we have applied three lines of reference, which all intersect In the realm of pure,
cultivated colour; two of which meet in the realm of pure tone value; and only one of
which extends to the realm of pure line.

Each according to its contribution, the three reference lines characterise three realms
which in a way resemble three boxes, one inside the next. The largest box contains three
reference lines, the middle-sized box two, and the smallest only one. (It is perhaps in
this light that we shall most readily understand Liebermann’s remark that drawing is the
art of omission.)

We see that the three realms fit together in a very special way; thus it is no more than
logical to handle them all with the same precision. The possihilities of combination
are already rich enough. Blurring is justified only when there is a special inner need;
such a need might account for the use of coloured or extremely pale lines, or of opal-
escent tints ranging from yellow-grey to blue-grey.

The distinguishing symbol of pure line is the linear scale with its innumerable variations
of length. The symbol of pure tone is the weight scale stepped between white and black.
But what is appropriate to the nature of pure colour? What symbo!l best expresses its
character?
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The complate circle - this is the form which best expresses the essence of colour rela-
tions.

ls definite centre, the possibility of dividing its circumierence into six arcs and ot drawing
three diameters through the six intersections, these make it possible to picture the chief
scenes in the drama of colour relations.

These relations are first of all diametric: and just as there are there three diameters, so
there are three main diametric relations, which are:

Red-green, yellow-violet, and blue-orange (or the principal pairs of complementary
celours).

Along the circumference a primary colour alternates with one of the main mixed or
secandary colours, 5o that the mixed colours (ihree in number) are situated beiween
their primary components: green between yellow and blue, violet between red and blug,
orange between yellow and red.

The complementary pairs connected along diameters destroy one another's colour when
they mix across the cantre to make grey. This is frue for all three pairs, as we see from
the fact that all three diameters bisset one another in the same point, the grey centre of
the colour circle.

Furthermore, a triangle can be drawn through the peints of the thrse primary colours;
its corners are the primary colours themselves, while its sides are given whatever colour
comes from a mixture of the two correspending corner colours, Accordingly, the green
side lies opposite the red corner, the viclet side opposite the yellow corner, and the
arange side opposite the blue corner.

This gives us three primary colours and three main secondary colours, or sl main
adjacent colours, or three pairs of refated colours (colour pairs).

Leaving the formal elements, | come to the first constructions using fhe three kinds of
elements just listed.

This ie the heart and core of our conscious creative effort.

This is a critical juncture.

Mastery of these elements gives us the power of creating things so strong that they can
reach out into new dimensions, far removed from conscious associations,

This phase of artistic endsavour has the same crucial importance in a negative sense.
This is the point where one can miss the greatest and weightiest content and fail in
spite of the finest sensibility. Just for lack of orientation on the formal plane. As far as |
can say from my own experience, it is the artist's momentary disposition that decides
which of the many elements will smerge from the comfort of their natural order 1o rise
fogether in a new crder.

To produce a figure which one calls form or object.
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1933/D 20: Bust of a child.
Qil,

in a very [imited sense, this choice of formal elements and the way in which they are
combined is analogous to the musical relation between motif and theme.

Aas the figure grows little by little before our eyes, an association of ideas may easily
tempt us into an objective interpretation. For with a bit of imagination every complex
structure lends itself to comparison with familiar forms in natura. :

The associative properties of this structure which, the moment it is interpreted and
named, already devlates to some extent from the artist's direct purpose {or in any case
from his mosi intense preoccupation) - these associative properties have become a
source of impassioned misundarstanding between artists and laymen., Whilst the artist
is bending every effort 1o group the formal elements so purely and logically that each
has to go exactly where it does and none trespasses on its nelghbour, a layman, looking
over his shoulder, will utter these devastating words: 'That's a very poor likeness of
Uncle.' If the painter has control over his nerves, he will think: ‘Bother Uncle. | must get
on with my bullding . . . This new stone’, he says to himself, ‘seems a bit heavy, it's pulling
things to the left; I'll nead a sizable counterweight on the right to restore the balance.’

And he adds a bit first on ane side and then on the other, until hls scales are balanced,
And he will be overjoyed if he has had to upset his original pure construction no further
than to make sure that these tensions and contrasts necessary to a llving picture are
present. But soconer or later the association may accur fo him even without the help of a
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iayman, and nothing then prevents him from accepting it, if it introduces itself under a
really appropriate name.

This acceptance and formulation of the object may suggest additions which can be putin
necessary relation to it, objective motifs which, if the artist is fortunate, may fit into a
slight gap in the formal structure as though they had belonged there to begin with. Thus
the issue concerns not so much the presence of an object as the kind of object, what it
looks like.

I can only hope that the layman who keeps locking for some favourite object in pictures,
will gradually disappear from my surroundings, and that when he does come from time
to time he will be no more than a ghost which can't help what it does. For a man knows
only his own objective passions. And sometimes admittedly we are very pleased when
a familiar face, as though of its own accord, emerges from a picture.

Why not?

| have admitted the justification of an objective concept in a picture and so obtained a
new dimension,

I have named the formal elements singly and in their special context.

| have tried to show how they emerge from this context.

| have tried to explain their appearance in groups and their combination into figures,
limited at first, then somewhat widespread.

Figures which may be called constructions in the abstract, but which may be named
concretely: star, vase, plant, animal, head, man, etc. according to the association they
have conjured up.

I began with the dimensions of the pictorial elements, such as line, tone value; and colour.
Then the first constructive combination of these elements brought with it the dimension
of form or, if you prefer, of the object. Now a further dimension is added, the dimension
occupled by guestions of content.

Certain proportions of line, certain combinations of tone values, certain colour harmonies
always bring with them very definite and distinctive modes of expression,

The linear proportions, for example, may involve angles: for Instance, angular zigzag
movements, in contrast to a smooth horizental line, strike resonances that contrast
correspondingly.

From this ideal viewpoint, two linear figures, one characterised by firm cohesion, the
other by loose dispersion, will produce a similar contrast.

Contrasting examples of expression in the realm of tone value are: broad use of ail the
tones from black to white, which suggests strength and full deep breaths, or limited use
of either the upper light half of the scale or of the lower deep dark half,
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or of the medium shades round the gray — all of them weak from too much sor too little
light — . )

or hesitant twilight shades around the middle.

Again great contrast in content.

And what paossibilities for variety of content are provided by colour combinations.
Colour as tone value, e.g. red in red, in other words the whole scale from no red to too
much red, extended, or the same scale bounded.

Or the same In yellow (something guite different), or the same in blue, What contrasts!
Or: diametrically opposed colours, that is, changes from red to green, from yellow to
violet, from blue to orange:

Each a subworld of the world of content.

Or: colour changes towards the segments of the circle, not touching the grey centre,
but meeting in warmer or cooler greys.

What subtle variants on the above-mentioned contrasts!

Or: colour changes towards the circumference of the circle, from yellow through orange
to red, or from red through violet to blue, or right across the whole circle,

How many steps there are between very slight shading and full-blooded colour harmony!
What a perspective on the dimension of content!

Or, finally, passages through the whole of the colour order, including diametric grey,
and even making use of the black-white scale.

Only in a new dimension can we go beyond these last possibilities. So we might now
consider where to put the assorted colours. For every assortment has its own possi-
bilities of combination.

And every figure, every combination, will have fts particular constructive expression,
every form its face, its physiognomy.

The pictures of objects ook out at us, serene or severe, tense or relaxed, comforting or
forbidding, suffering or smiling.

They look out at us in all the confrasts of the physical-physiognomic dimension; they
can extend from tragedy to comedy.

But this is far from the end of the matter.

The forms, as | have often called these objoct figures, also have their own postures,
which result from the way in which the selected groups have been put in motion. [f an
attitude of firm repose ‘has been achieved it means either that the construction has
provided for broad horizontals without elevation, or, where the elevation is appreciable,
that the verticals have been treated conspicuously and consistently,

While retaining its repose this firm posture can also be somewhat more relaxed. The
whole action can be transposed into an intermediate realm such as water or atmosphere,
where there is no longer any vertical to dominate (as in swimming or gliding).
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| say intermediate realm to contrast it with the first, wholly earthbound posture.

In the next example a new posture appears, which moves Impetuously, and so transcends
itsalf.

Impetuous gestures of this sort point clearly to the dimension of style. This Is the begin-
ning of romanticism in its especially crass grandiloguent phase.

This gesture tries fitfully to rise above the earth; the next one succeeds, rising under the
impulse of energies that triumph over the force of gravity.

If, finally, | can carry these earth-shunning forces onward, as far as the cosmic sphere,
| shall be graduating from the stormy-pathetic style to the romanticism that opens up
the universe. .

Thus the static and dynamic aspects of pictorial mechanics provide a close parallel to
the opposition between classicism and romanticism.

By this time our figure has gone through so many dimensions and dimensions of such
importance that it would be inappropriate to keep calling it construction.

From now on we shall allow it the resounding name of composition.

As far as the dimensions are concerned, we shall content ourselves with these rich

possibilities,

| should now like to consider the dimensions of the object in a new light and fry to show
why the artist often arrives at what seems to be an arbitrary ‘distortion’ of natural forms.
First of all, he does not set such store by natural forms as do the many realists who
criticise. He sets less store by these realities, because it is not in these finished forms
that he sees the crux of the natural creative process. He is more concerned with the
formative powers than with the finished forms.

He is a philosopher, perhaps without exactly wanting to be one. And while he does
not optimistically declare this world to be the best of all possible worlds, or believe it to
be so bad that it is unfit to be taken as a model, he nevertheless says to himself:

In its present form it is not the only world possibla!

Accordingly, he looks inside the finished forms that nature sets before his eyes.

The deeper he looks, the easier it becomes for him to extend his view from today to
yesterday. And in place of a finished image of nature, the crucial image of creation as
genesis imprints itself on him.

It dawns on him that the process of worid creation cannot, at this moment, be complete,
He extends it from past to future, gives genesis duration.

And he goes further.

Standing on earth, he says fo himself: This world has looked different and in time to
come it will look different again.

1619/260: Ariist's plelure
(self-portrall).
Pan drawing.

And saying this he means: Entirely different forms may well have arisen on other stars.
Such journeying along the paths of natural creation is an excellent school of form.
It can move the artist profoundly and, once moved, he will be sure o care for the free
development of his own form production.

In view of all this, the artist must be forgiven if he looks on the present stage of his par-
ticular phenomenal world as accidentzlly caught in time and space, if it strikes him as
absurdly limited compared to the more profound, mare mobiie world of his vision and
teeling. )

Is it not true that even the relatively tiny step of a glance through the microscope dis-
closes images that we should all declare to be fantastic and far-fetched i, unequipped
to understand them, we ran across them by accident.

lf Mr X were to see these same images reproduced in a popular magazine, he would
cry out indignantly: *You expect me to believe that such forms exist In nature? Why, it's
just bad art!’

Does the artist concern himself with microscopy? History? Palaesontology?

Only for purposes of comparison, only with a view to mobility. He is not interested in a
scientific check on fidelity to nature.

But only in freedom.

A freedom that does not lead to set phases of development, exactly as they once occurred
or some day will occur in nature, or as they might (one day demonstrably perhaps) occur
on other planets,

but rather a freedom that demands to be mobile in the same way that great nature itself
is mobile.

From pkototype to archetype.

It is the presumptuous artist who gets stuck somewhere along the way. The chosen
artists are those who dig down close to the secret source where the primal law feeds the
forces of development.

What artist would not like to live where the central organ of all space-time motion, call
it brain or heart of creation as you will, activates all functions? In the womb of nature,
in the primal ground of creation, where the secret key to all things lies hidden?

Butitis not the place for all men. Let each man go where his heartbeat leads him.

Our antipodes of yesterday, the impressionists, were perfectly right to live with the
trailing vines and underbrush of everyday appearances. But our pounding heart drives
us down, deep down to the primordial underground.

What springs from this journey downward, whether it is called dream, idea, fancy,
shall be taken seriously only if it ties In with the appropriate means to form a work of art.
Then curiosities become realities, the realities of art, which make life a little wider than it
ordinarily seems to be. For they not only put a certain amount of spirit into reproducing
things seen, but make secret vision visihle.




1024/1834)U 19; Bolamical theatre,

Oil en wood.

Example of a work of broad scope extending
through the dimenslons of 'elementary abject, in
cantent and style', This work was produced

over the perlod from 1924 to 1934, which includes
the highly preductive years at the Bauhaus and
af the Dlissaldorf Academy,

N

‘Enargies of form-creating nature. Hatural

growth.' (Schamatic representations.)

‘Growth |e the progreesive movement of malter,
accreting round a nucleus.'

[11 unilateral propressive growth of a line.

[2] influence of the line: impulsions In one ot two
directions, Broadenlng with d|ferent

structure and dansity.

[3] Protluctlve incraase. Influence of the lina as
metamorphesis {change of form) of tha linear
limit. Inner or outer anergles, according to accent.
[4] Praductive growth of the Ilne In the¢ senae of
bilateral ampliflcation or progressive

rafinemont of the representation of movement.
Regular or irrepular broadening of the line,
growth, extenslon,

[6] Extarnal, spatlal emphesis, Productive Increase
of energles aterting from the linesr limit.

‘Growth is not enly a quantitative striving for
alavatinn, but & spread of energies and
trangformatian of subgtances on all sides.’

[6]1 Enarales in iwo directlons (movement and
countermovement combined). Bradualed denslty
of movement or distension {rejuvenation) with
graduated accentuafion.

RS

e o e

Example, showing the cross-saction of & plant,

Cf. the cross-sectiona of a calla Ijly on .80,

In cantraat to the study from nature, we have
herg a spatio-plastlc Interpenetration of two
different scales (arajaction of two forms into a
higher unity).

'With the appropriate pictorial means’, | have said. For this is the point where itls declded
whether pictures will be horn, or something else. And here the character of the pictures
Is also determined. ’ o

Our tormented times have no doubt preduced a good deal that Is confusing, though we
may stilt be too close to judge. But among artlsts, even the youngest, one effort seems
gradually to be gaining ground:

The cultivation of these pictorial elements, their putification and their use in the pure
state. :

The legend ahout the childishness of my drawing must have starfed with those of my
linear compositions in which | tried to combine a concrete representation, let us say a
man, with a pure use of the linear element,

If I.had wished to represent the man ‘as he is', I should have required so bewiidering a
tangle of lines that a pure treatment of the element would have been out of the question;
there would only have been an unrecognisable blur.

Besides, | have no desire to show this man as he fs, but only as he might be.

In this way, perhaps, | am able to banefit from an association between phllosophy and
pure craftsmanship,

And this applies to the use of all the formal elements, including colour: we must avoid
the slightest trace of blurring.

So much for the supposed untrue colouring of modern art,

As you can see from this ‘childish! example, | engage in the partial processes: | also
draw. ' '

I have tried pure drawing; | have trled painting In pure tone values; in colour | have tried
all the partial operations suggested by my exploration of the colour circle. Thus | have
worked out a number of different types of painting: in coloured tone values, in com-
plementary colours, in many colours, and in full colour.

Always combined with the more subconscious dimensions of the picture,

I have also tried every possible synthesis of two types. Combining and again combining,
but always, ag far as possible, cultivating the pure element.

Sometimes | dream of a work of vast scope, spanning all the way acress element, object,
content, and style.

This is sure to remaln a dream, a vagus possibility, but it is good to think of it now and
then.

Nothing can be rushed. Things must grow, they must grow upward, and it the time
should aver come for the great work, so much the better.

We must go on looking for it.

We have found pars, but not the whole,

Wae still lack the ultimate strength, for there is no culture to sustain us,

But we are looking for a culture. We have begun in the Bauhaus.

We have bagun with a community to which we give everythihg we have.

We cannot do more.
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1040fx 1: Eyas in the Jandscape, Qil.
Varlable point of view combined with
stafie-dynamic synihesis.

*Shifting standpolnt and viewpoint,”

SZeveral vlewpolnts and connaciion belwean
stages 1, 2, 3, 4 (a0’ /ib.)

Glvan ! 'an '"active harmony {off-centre) and
balanee through countermovement.?

Contributions to a theary of pictorial form




The ‘product' in the centre
{Internal construction) = Pregnancy "L =
Subtraction from the whole, or 'delivery’

(=% =) 2] )

In subtractive configuration the complete form with its Internal con structiop is the

minuend. The part emphasised as internal construction is the subtrahend. The difference

is what is left of the whole. . . . .

The delivery, identical with the movement of an internal part, is a sporadic axial movement
i , i ic form [2].

determined by the outside of the basic . .

Subdivision of the child on the basis of the complete construction of two compensating

generative circles [3].

Subdivision of the child [4]:

1 Elementary components of the jeft-
hand circle

2 Elementary components of the r‘.ght—l
hand circle ‘

3 Secondary components of hoth circles

e e —————

'Pictortal analyses in the text:

Towards a theory of formation, see p.21.
Cortrect functional emphasis an the organs:
pp.343-55,

1. The concept of analysis 14 November 1924

I shall begin with a brief clarification of concepts. First, the meaning of analysis. The
term is most frequently appiied to chemical analysis. A certain compo und, for example,
is widely sold because of its axcellent eflects. Tha manufacturer’s commercial success
arouses the curlosity of other manufacturers and they send a sam ple of the product to
a chemist for analysis. He must procead methodically in order to braak the product into
its Ingredients. To solve the riddie.

In another case a feod or beverage is harmful to the health. Again the chemlst is callad
in to disclose the harmful ingredients. In both cases the glven is a whele consisting of
varlous unknown patts; the problem is to find the ingredients.

In our business the motives for analysis are naturally different. We do not undertake
analyses of works because we want to copy them or hecause we suspect them. We
investigate the mathods by which another has created his work, in order to set ourselves
in motlon, This approach should save us from regarding a work of art as something
rigid, something fixdd and unchanging. Exercises of this kind will guard us against
creeping up to a finlshed product hoping to pick off what is most striking, and io make
off with i,

One particular kind of analysis is the examination of a work with a view to the stages of
its coming-into-being.! This kind | cail the analysis of ‘genesis’. The first hook of Moses,
concerned with the creation of the world, is called Genesis. It tells what God created on
the first day, on the second day, efc. The total world that surrounds us is articulated in
terms of higtory.

Woe are artlsts, practical craftsmen, and it is only natural that in thls dlscussion we should
give priority to matters of form, But wa should not forget that before the formal beginning,
or to put it more simply, before the first line is drawn, there lies a whole prehistory: not




only man's longing, his desire to exprass himself, his outward need, but alzo a general
state ofmind (whose direction we call philasophy), which drives him from inside to mani-
fest his spirit in one place or another.

| emphasise this point to avoid the misconception that a work consists only of form.
But what must be stressed even more at this point is that the most exact sclentific know-
ledge of nature, of plants, animals, the earth and its history, or of the stars, Is af no use
to us unless we have acquired the necessary equipment for representing it; that the
most penetrating understanding of the way these things work together In the universe
is useless to us unless we are equipped with the appropriate forms; that the profoundest
mind, the most beautiful soul, are of no use to us unless we have the corresponding

forms to hand.

Here we must forget about the isolated stroke of luck which may enable the dilettante
just once to produce a successful work which puts the professional to shame, After
these general preiiminaries, | shall begin whers pictorlal form has to begin; with the

point that sets Itself in motion.
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1084/N 17: Avenue with irees. Penclh

11. Ways to form, how form comes Into being, ways to the basic forms
Survey and orientation In regard to ideal formative elements
Essence and appearance of the formal elements

Regular and irreqular projection
Measure and weight, Structural formation
Elements of a theory of structure. Rhythms and rhythmic structures
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1929/0 4: Rock, Pen-and-ink.

ey e nottiin

From point to line
The line as element
Linear and planar charactar

1. Line: active, middle, passive Laamrare

Shortly after application of the pencil, or any other pointed tool, a {linear-active) line
comes into being. The mare frealy It develops, the clearer wlif be its mobility [1].

But if 1 apply a line, e.9. the edge of a black or coloured crayon, a plane is produced (at
first and when the freedom of movement is very limited) [2],

If we had a medium that made it pessible to move planes in a similar way, we should be
able to inscribe an fdeal three-dimensicnal piece of sculpture in space [3].

But | am afraid that is utopian.

For the present then let us content ourselves with the most primitive of elemants, the
line. At the dawn of civilisation, when writing and drawing were the same thing, it was
the basic element. And as a rule our children begin with it; one day they discover the
phenomenen of the mobile point, with what enthusiasm it is hard {for us grown-ups to
imagine, Af first the pencil moves with extreme freedem, wheraver it pleases.

But once he begins to lock at these first works, the child discovers that there are laws
which gevern his random efforts. Children who continue to take pleasure in the chaotic
are, of course, na artists; other children will soon progress towards a certain order.
Criticism sets in. The chaos of the first play-drawing givas way to the beginning of order.
The fres motion of the line is subordinated to anticipation of a final effect: cautiously the
child bagins to work with a very few lines. He s still primitive.

But one can't remain primitive for long. One has to discover a way of enriching the pitiful
result, without destroying or blurring the simple, intelligible plan. It hecomes necessary
to establish a relation between things of first importance and those which are subsidiary,
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Linear-active From point to line. The point is not dimensionless but an infinitely small planar element, J
an agent carrying out zero motion, i.e. resting. Mobility is the condition of change. Certain
things have primordial motion. The point is cosmic, a primordial element. Things on
earth are ohstructed in their movement; they require an impetus. The primordial move-
ment, the agent, is a point that sets |{self in motion (genesis of form). A line comes into
being. The most highly-charged line is the most authentic line because it is the most
active,
In all these examples the principal and active line develops freely. It goes out for a walk,
5o to speak, aimlessly for the sake of the walk.

: @® Dynamic repose / £ Dynamic movement. The point seen in dynamic terms, as an agent. .

/ 1

Simple linear motion, self-contained. Free fine a-b [1].
; Free line a~b, companion line ay-b;. (The melody in Fig.1: accompanied) [2, 3, 4, 5].

Free line making detours [6, 7, 8, 9].

i 7
. ] | |
W—I %X _,y‘\ﬁ“"‘..
2 o
4y .
; E / e 373 ®
1932/k 9: Tendril, Qil.
105

104




| y f
; BEIS%y 0 s et
i y e»f
8 |

l ¢ 9 i
| - | |
Two ‘interpenetrating’ fines Two secondary lines, moving round an Imaginary maln
f line [10, 11, 12, 13]
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Dividual-individual, !
connected by !

1927/D 8: Difficult jovrney through 0. Pen-znd-ink, rhythmic articulation
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1837/R 111 Harbour with sallboats. OIl.

Active line
This new line on the other hand

is short of time, wants to get to 1, then to 2, then to 3, etc. as quickly as possible. More
like a serles of appointments than a walk. This is shown by the straight stretches. But
both the free and the hurrying line are purely active types.

The linear tension of the straight stretches (most active ling) is discharged between the
points of tension lying on the path. (Dualism = static. ~—— . The straight lines
are the quintessence of the static.)

Neither line nor plane, but some sort of middle thing between the two. At the beginning
it is linear, the movement of a point; it ends by looking like a plane, A medial line: planar
effect obtained by circumscribed lines.

EX C=]

Linear-medial
1 —t 2

0
04 3 3

Cf. p.368, 1927/i 1; Many-colaured lightning. Ol

06

The line determined by few points. Time is of the essence.

In these examples the hurrying line circumscribes plane figures like the triangle and
square.

The energies that move a line are the result of forces working in different directions.
Tension is connective.
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Voriation on 1926/ A 4; Embraced. Drawing.

Plang formation with medial lines in a structure
of & higher erder.

Paint-line movemant = planar Imgresaion.

The concentric design (Fig.3, p.111) ia taken

ag a notm.

'In displacements representing deviation from the
norm ihe centres move apart, the elementary
forms multiply and change, evanly or unevenly.'

{

A square stood on ite corner moves into the dynamic realm, the tenslons are diagenal.

The line circumscribes a circle
and an ellipse

Taken as a line it has a soothing character and is without beginning or end. In an element-
ary sense {taken as an action of the hand) it remains a line, but when it is completed the
linear impression inevitably gives way fo a planar impression. The mobile character
disappears {no one looking at the dise ot the moon will take it tor a merry~-go-~round and
want to go for a ride). It is replaced by a sense of perfect rest, especially in the case of
the circle.

Linear-medial, planar-medial
in amplifled,
composite examples

The straight line (as a progression
of points), quintessence of

the static [1, 2.

The circle (as a progression

of peints), guintessence of the
dynamic [8].
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In this case the cha_ra.cter
of the Hnes is wholly passive

We stlll see lines, but not linear acts; what we see are linear results of planar actions.
The line is not made but suffered,

What is this? a aquare.

How did it come Into being? What are the underlying tensions?

| = to produce this
Linear movement displaced 5

. offect

It came into being when a line entered into a relation of tension with a parallsl line and
discharged this tension. The most general cause therefore is a reciprocal tenslon foreed
into two dimens=ions.

Result: a square, without accent, without emphasis With horizental emphasis, the
square bacomes

bdiddd

a recumbent rectangle

TrTTTT

f¢ produce this

The linear movement rotated
effect

o
Plane formation by progressive finear rotation round a point. In linear-passive develop-
ment the line operates as a planar element; and the impression therefore is planar. Any

suggestion of allne Is a left over, and is suffered {passive lines, active plane formation).
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Linear-passive

*Note in the manuscript: pictorial examples of
inear-activa", 'linear-passive’, and

‘lines of both characters':

Linear-active: 192111121 About fhe fate of Iwo girls.
Transter drawing, Grohmann, p.392,

Algo: Precursors and Mass prayer,

Linear-active painting: Jawlensky: Head of Cinlst,
For linear-pessive: 1619/68: With the three (three
pard ime). Watercolour. Gledlon, p.105,
Grohmann, p,389,

WHh elemants of both characters, lIlnear-actlve
and planer active:

16191156 Composition with 8. Ol

Colour reproduction: Glsdion, p.e7,

Grohmann p,390,

Simllar example: 1010f235: Plofurs with rooster and
Fromadier (Gallus mifitaricus), Qil.

The picture Hiles were wilttar In the margin at a
later dale as visual aldz for the studants.

The triangle came into being when a paint entered info a relation of tension mth allne
and, following the cemmand of its Eros, discharged this tension.
The tension between point and line is characteristic of the triangle.

A

In a contrary direction to this brief account of the line runs the aceount of the plane
tontained in it. When the line was active, it created divisions inte Imaginary planes.
Meanwhile the planar character thrust ltself forward and became active when the line
was designated as passive, The plane is pure bred, the tranquil elemeont.

But If it becomes mobile, M it takes on a linear character.

A

R

The farther the line A-B progresses, the thinner becomes the plane it describes in
refation to its length, until in the end we may think of A and B as coineidant, which takes
us back t¢ the active line.!
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1938/g 10: Dancfng from fright. Walercolour.

Energies of both characters; linear-active and
planar-active (linear-passive) in equiiibrium,
Linear and planat felds clearly ssparated, The
linas dynamise the accentad motlon of the planes
{dynamlc accantuation by rotation).

The basic -farmal differences: active, middle, passive.

We must distinguish
three characters;” '

I. a linear character:

N g —
Linear-active — planar passive,

in ‘active’ the point goes to work, and the effect is linearin kee

sien. Linear energies (tensions between active lines)
effects. )

It. @ middle character: A O ; : l:] <D

ping with tha pqiht progres-
result in passive planes, a3 side

Middle character: point-line pregression, planar impression,
In linear-'medial’ {middle) the point prograssicon leads indirectiy,

by way of the contour to
& ptanar impressien, Linear energies, ‘medial’ {

middle} lines and pianar effect.

Wl a planar character: . A - ’

Planar active ~ linear-passive,

in linear-'passive’ the line works as a planar element. Active plane,
(passive lines),

I. and lli. are main, primary characters; I. {the middle ground) is intermediate, a hybrid.

linear side eflect
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1030/ 41 Six species, Watsrcolour. ]~ The genesis of compesite forms {Iinterpenctration or mesh) . \%”
; A new type of struclure arises when the parts do not lia side by side but overlap.
[ The nature of such structure is characterisad by the word interpenetration. One part
[ penetrates the other, or the two parts penetrate each other. _
The relation between the parts: no contact, or contact in point, in ling, In plane, in space.
The sityatlon of the parts: apart, grouped but separate, touching, ot interpenetrating.
Side by side, or individual [1]. :
Circular planes with linear interpenetration (variant: interlocking) [2].
1 2. 3 '
{
. . _ In connection with the synthesis of active, One-dimensional contact (contact in point or line, balanced or unbalanced) [3). !
Analysis and synthesis of differences middle, passive, . Composite form with planar contact. Two-dimensional contact in the piane. More or
'15;-3125:‘132’2;‘1’ T““ﬁ‘:&gg:;’:‘ b;f:ﬁ’l;i'd': . less interpenatration (planar penetration). The same loss from both sidas [4].
P orsan, . B -
_— Grohmana, p.3B4d,
From the linear standpoint this character is active _ s . !
/\ 7% -
this one middle ‘
i i
Il
oA = b
this one passive |
|
== I
. = It
From the planar standpoint this character is passive — |
. |
_ A O interpenetration and division of the common territory on the basis of the inner con- ‘
Thus the standpoints are this one middle structive relations and elementary formal factors [5). ‘I
diametricaily opposed . Overlapping or mixture in the passive realm. Interpenetration as organisation of differ- g
to one another, meeting only in ' . ences to form a unity [E]. i
the medial zone. this one actlive |
117
116 : . |




Studies in maovement:

Planar results from both kinds of linear progression [1]. i
Movement in one direction on the basis of a norm [2]. ;
(Examine the way. Follow it back to the gentle start. Compare the action with the I
scene of action,) J

. QR A‘.“c{"é&‘oﬁ |

bk

The mesh of the planes indicates the body-content Diagonals suggest intermediate
'} positions [3, 4].

; The mesh should be interpreted as a summation of all three kinetlc processes (in the
three directions). Tension betwean plane and counterplane is the guickest way to form ]
F bodies. i |
We must also consider the transparent representation of tone values. They suppress I
i the values ot frontal planes, so eliminating them and letting us look in freely, Then space
ls formed in space.

Analytic reprosentation as partial action. \Q

1830/8, i Twins, Drawling,
1830/w &; Twins, Qil an canvas,
1830}e B: Brother and sisfer. Oll on canvas.

Tension between two directions of motion, plane and counterplane. | i
The greater energy wins out.
Further passibilities:

Result of several partial actions: Penctration as polyphonic intersection of different planar structures and directions of
1930/w B: Twins, Dil on canvas,

Hare Klea notas: ' Additive relatlona: twins, motion. o o ‘
| : trlplets, etc. Structures of similar or dissimilar form, which stand close together, touch, interpenetrate,

Productive relations: mother and child.' _ or intermesh, while one absorbs the other,
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Active, middle, passive: Summary 'CY. pp.485-441, - 21 November 1924 Exercise: The violin. Models: a *esllo, two violins |

L gg,ﬁ‘eﬁ
[?wf%"“ﬁ -
_ Preliminary remarks: The viclin as finished form, as a work of art, as an independent
personality (not a machine). The interpretations, for example, of Picasso, Brague, and
the present-day Paris school.

Analytic beginnings suggested for thase who are not toe sure of themselves; after-

i wards, free composition with the acquired forms.
WMore emphasis on viollns as violins’ means Tacit wish: the freest possible compositions, more emphasis on viclins as vielins.!

Iheir structure, thelr inner nature their essance Resulis ai firat predominantly analytic
rather than thair visual appasrance.

Linguistic analogy:

Active: | fell: The man felled the iree with the axe, ﬁ
Middle: | fall: The tree foll with the man's last stroke, ' :;
Passive: | am folled; The tree lay felled. |
; I I"
|
LT : I F
o : !
At the end of the exercise: Attempts at composition with these three elements. fmr(;:?;d'?:r::;[]:ﬁa; ':‘:(memm:lne? anI: ':": ' i
| 1 1d, EaCON (s . .
_ L {linear territory) and P {planar territory) - here clarity P Y ATy blurring j
: prevails. : !
M {middle territory) blurred, 1990/ 11: Vioiln and bow. Pencil drasing. |
‘g il [
120 : I!;!
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1937{P 17: Peach harvest, Coloun

122

Converging and
divarging lines

The dimensional signs
Perspective construction
of space

Z. Line, plane, and orientation in spage : 28 November 1921

Convergence: Two weaks ago we took up, among other things, the fres line. | chose
as an example a kind of line suggesting a restful walk without definits aim or purpose.
This line had something restful, harmenious akout it; if used as a theme in a COmposi-
tion, it would have favoured a treaiment with accompanying forms. In musical terms, it
would then have suggested a falk-song rather than a more elaborate form. And actually
we added only companion forms or substitute forms to this resting lina;

Companion for_ms, of an absolute converging character [11
of an eftective.converging character 2]

1 . 2
A e

or eflectively converging, while the companion line retains its independence [3].
Rather like the path of a man with a dog running free,

i

-
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Divergence

RS rane

The best way to illustrate the essential difference between this new s’g;uéture and the
pravious examples of convergence is to consider each line as the path of a man. In the
previous examples we may speak of friendship; the companions nevar part. But in this
new, divergent exampie we see the companion only once, running hriefly across our
path at point D.
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1997/N 3: Germinaling. Pencll drawing.

Two diverpinp iines A~B and C-D with
a point ol intersection D.

Two diverging lines with two points
of intersection

The dimensional signs

Body, thrae dimenslons

two dimensions

Primal alernent

Line, one dimension

T

Caoncarning the development of & point into a line, of a line into a plane, of a plans into
a hody

L *e—o

Paint. The point as primordial element, all-pervasive.

Line. A point discharges its tension towards another point. The causal principle is the
will inharent in reciprocal tension. Essence of a dimensian. One-dimensional element.
Plane. Tension between line and line results in a plane.

Essence of two dimensions. Two-dimensicnal element,

Tension \E@my

fraom peint to point = line

from line to line = plane
Discharge of tension

Body. The line moves and produces the plane; the plane moves and the body comes
into being.

Essence of three dimensions, Three-dimensional element.

The cube is a balanced synthesis of threa definlte dimensions and as such the normative
symbol of corporeality.

The movements summarized:

Characteristic of the dimension behind-in front {the third dimensiony is the increasing
progression of points, lines, and surfaces. In the point the opposite ends of the pictorial
elements are still effective; less so in the intermediary stages. They need mare room
hefore they can he weighed or measured by the eyve, or critically appraised.
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Body

Bady
two-dimensional,
marginal or middle
(body-limit)

Body
three-dimensional
{body-outward)

Spatial

Spatial
two-dimensional
ancompassing
{activated passive}

Spatial
three-dimensional
and transparent

. Body .
two-dimenslonal.

External-material,
active-planar
(outer surface

of a body)

Exotopic
encampassing
(without body)

[ii;

126

Inward

Inward
two-dimensional
{content)

Inward
two-dimensional,
inward
reprasentation

of outer planes

Inward
three-dimensional,
body inside

Purely inward,
body innermost

127
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Most-inward
(centre)

In contrast
to the inside and T
outside of a body '

The inward

plays the deminant part,

The whole inward territory
designated by the word ‘content’
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1923/179: Landscapely-physiognomic. Gouache.

Nofation by Klee: ‘Physiognomics:

a) Pure function of vision

b) Connection with the cerebral functions
of feeling.’

The combination of the bodily, spatial and
Inward faciors of the basic forms feads to
synthesis, that is, an interpenetration of space,
body, and thing. The influence of the lines and
planar forms supgests productive increase and
decrease, culer and Inner energles, growth and
change. Interpenatration of endoteple and
exotopic factors.

On exotopic Interpenetration, of space and body, cf.

1923/176: Cosmic flora, p.350.

1924/19341U 19; Botanical theakre, p.84.
1928/R 2: Spiral lowers, p.a7T.

1930/e 10: Ad marginem, p.74.

1831/m 7: Figure, n.383.

1931/w 18: Landscapely-physiognamic, p.66.

outside-inside

A theme treated in different ways

outside-inside

129

Interpenstration with exotapic

and endotbpic accent

The comman Qround
treated endctopically, the individual
ground with exotopic accent

Interpenetration with alternating
endotopic and exotopic
accent {in relief)

Interpenetration of space and volume:
(Variations on the treatment of relief)
Variants: ‘Meshed or intertwinad’,
Qrganisation and unification of
variations:

Reciprocal interpenstration, equal
parts unequally accented
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1927; Littte Jester fn drance. Qil print, one of
three verslans, 1927/162-171.

19274 3: Figurine 'The fesfer'. Qil on canvas,
1929/n 63 {Litlle) jester ir france, Ofl on canvas,

Kles In a remark to his studenta:

‘The jester In a state of trance might be taken as
an example of suparimposed inslant views

of movement,”

When an Independeni moavement s addad, the
alerantary forms changa and multiply evenly or
unevenly. The accent of thelr space-hody
interpenetration chanpes accordingly.

Concentric mesh

in harmonious interpenetration.

Forms generated by the superimpgsition
and mixing of 1 and 2.

With displacement

{shift of centre)

or change of position

the mixed forms are modified

Alternating
endotopic and exetopic accent
ontand2

inner linking of the twe in free variation.
Interpenetration of space and body.
Basic possibilities:

Cambinations of identical forms,

which are related,

touching,

which interpenetrate,

which are meshed with one another,
one of which absorbs the other,

a) in constructive-logical connectlon,
b) in a partly free selection,
{Metalogical, sometimes psychological,
allowing deeper spiritual reaction)
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Comhined operations on horizontal planes of diflerant heights and on vertical planes
variously oriented as to left and right.
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Perspective

Letus imagine two railway tracks [1]. There is something very misleading about this (?)
For in reality these lines are quite divergent. If the rails keep moving farther apart, the
train is bound to jump the frack, Or suppose they teke the opposite direction [2],

-
—
-]

Tzesd”

Rails that are poing to cross semewhere up ahead are almost mare alarming (?)
What is golhg on? Wall, the fact is we have suddenly passed from the planar to the
spatial realm, to the third dimension. We are doing perspective.

In our last meeting we observed to our regret that we have no three-dimensional script
that although we can move points into lines,

or lings into planes

we cannot, with any visual effect, move planes to form volumes.
Consequently we must help ourselves with perspective.

But this will not be complicated or difficuit i we stick to the essentials, and it is well
worthwhile to clarify the underlying phenomena.
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, So these are rallway tracks, Railway tracks lie on sleepers. How shall | represent this? 11 .
i ware a surveyor or a map~maker, and | had to draw tracks on a plane, my picture would i
— show two parallel lines. :
i
Twao parallel lines seen at right angles.
T | ] ] I ‘ ] | I Cross-gradation. Thoe slegpers would have to be placed at regular intervals.
t e 3 4 5 & T B 9
The two parallel lines shift with a change in our visual angle, If the farm of the space
between two lines is left open, something else happens,
With cross-gradation.
|
'{
Seen laterally from above with perspective progression towards the horizon (intermediate
position).
Represented in spatial terms, this diagram looks guite different. As most Europeans '
know, the distance between the sleepers increases perceptibly towards the viewer. :
Construction of a natural progresslon that dapends on length and thickness of lines and
the spaces between them, _— |
(Possible amplification: scrambla the lines while pressrving their length and thickness.) Natural prograsgion, seen frontally, |
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Construction of a space with
displaced centre

Normal relailens between gentre and nuclzar
atrata (denalty) [11.

Displaced centre and effecta an the nuclaar
strate (density) [21.

{The abnormally divided square, domlinated by
the abnormal cantre, presents entireiy
difierent proportiong.)

Every chanpe Is based on exlension or density
and results |n functional changes. The
displacement of the centre brought out by
tene value [3].

Construetion in three dimensions

The front of the locomotive is at right angles to the plane between the rails [1] (thus at
the start we have projected the greatest spatial elevation). We can now imagine new
angles and planes in this new, third dimension {thus, {or example the new plane in Fig.3
is at right angles to the plane in Fig.2).

In the end we manage to construct a space into which we can march erect [4, 5].

Lengthwise gradation: Let us start onca again from the notion of the rails but resfricting
ourselves to one sleeper lying far back and another that is close to us;in other words, to
justtwo sleepers. We divide these sleepers into a number of equal parts; here for example,
we intersect them at three points. A nearby and a distant slesper divided into egual
parts seen from the front (8],

tn this way we pass from crosswise fo lengthwise gradation; we see befare us the per-
spective of a ground-plane with five parallel fines on it [7].

MNow which line is most conspicuous? The middle line of course (from two to two). And
in what capacity? As the vertical [8]. {Perspective progression with emphasis on the
direction perpendicular to the sleepers.}

What does this vertical mean? It means that we ourselves have stood where it stands.
{The frontal plumbline.) ’
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1927)m 7: Church and casife. Pan-and-ink drawing.

7] \\‘\/[ \\‘*‘ﬂ’./’/,/lx

The shifting vertical, with shift of viewpoint {position of the eve) from left-io right.

‘ \ Z, // 7\

A T NN 7

i .4

If we now take a step to the left, the vertical will shift to Point 1 and the ground-plane
will take on this form in projection:

Position of the observer shifted leftward [1].

Whereas if the ohserver situates himself at 3, this new diagram will result,

Position of abserver shifted to the right [2].

In material or terrestrial statics the shortest way runs vertically from .an original ‘front’
position to a definitely marked-out horizontal line in the distance. The vertical (as plumb-
line) means the correct way.

If I travel over a plane of this kind ‘]‘ the vertical stays vertical as long as 1 do not leave
the line, while the other lines radiate towards me [3].

But if I leave the line, the picture runs off in the opposite direction [4, 5].

This brings us, incidentally, to the phenomenon of countermovement.

Now let us stand still and proceed as before in connection with the crosswise gradation
[8]. The following diagram results [7].

Again we have a space into which we can enter. | should like you to pay special attention
to the side walls. On the ground-plane it was the vertical that assumed special import~
ance; here it is the horizondal,
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Figs.3 4,5 (n.438) refer to the movement ol the °I*
taviating from the vertical. The poaition of

the *i' changes ta left and right, thua displacing 1he
visual peint. Seezn from the vertical, thls shift of
the visual poinl results in movement [4]

and cauntermovament [5],

Klae uged his concluslons from the problems of
perspective as a pagls for ihe figuretian of
movement. In those of his piclures Lhat sean tg
worh wilh & central perspective, he does not
content himeelt with one visual point (Lo, a single
axis of symmeiry and a simple horizon).

There i3 a shidt of visual point,

a 'shifting vlewpoint',

The stralght ilnes have difierent lawer terminal
pointg, some of wilch are sltuated outside 1he

‘picture. \n regard 1o this Klee notas:

U1 far away, Y1 nol so close. ©1" very close,'
The eye follows various glimulua points, on the
lsasls of which the apace s limited by paints of
varying distance. 'The shifting viewpaint', he
rnoles elsewhere, 'and ihe connection

netween slages 1, 2,3, 4 Inthe end

led the viewpoint pass out of the frame.'

In Uncompesed objects Jn space, the upward and
downward views of badles do not follow central
perspective, bul are shown in motion frem the
botiom upward by means of a shifting view.
poinl, At the same time there 1s a deviatlan fram
ihe vertical axis, both to lef1 and righl. Through
this compensation of movement and
countermavement, & compasitional halance,

i . & symmetrical impression, is croated,

From the standpeint of central perspectiva (taken
as a norm) movament produces a distortion which
ls compensated by a countermovement,

Cf. 'The Receptive Process’, Theory of Pictorial
Form, pp.357-365.

A prolengation of ihe straight ines te their points
of intersection shows that severgl vlewpolnis are
present. Concerning this specific pleture, Klee
notes: ‘The further down the Imaginary projection
lines touch higher dimensions, the ketter.’ The
polnts of intersection should lie outside the
pictorial space,

1oz8/e 4: Uncomposed obfecls fn space.
Watercolour,

This alao explains the following remark about
cantrnl perspective {p.140): ‘The value of the
whole pracess lies solely in the possibility of
checking: there is no marit to drawing in proper
perspectiva ] Bnyone can do 1L’ [nthe light

of the rules for symmetrical compasition
Uncorpased objects in space is a deviatlon from
the 'norm® {or canon). 'Composed objects' would
strletly follow the norm, the constructive rula,

Cf. 1921/24d: Perspectiva of room with occwepanis [pa44)
in which threg main visual points can ba found,

4 l\

For 8 more detalled treatiment of the problems
see: J. Vonderlinn: Parallelperspehifve.
Rechiwinklige und schiefwinkilge Axonomairie.
Gdachen Gollectlon, 1814, Fully worked-out
examples may be lound in: G. Wolff;
Mathernatit und Malerel, 2nd editlon,
Mathemat.-physikel. Bibliothek, Vol 20-1,
Taubner, Lelpzig 1925, Walther Lletzmann,
Mathomatik und Bildende Kupsl, Fesd, Hirt,
Breslau 1831, All these works were in

Paul Klea's llbrary.
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The horizontal. What does this horizontal mean? The answer will soon be apparent.
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1928,p 7: Liltle week-end hause, Qil,
The perspective viewpoints are rhythmically
arranged and the volumes are transparaent.

‘The deviailon of the consiructive-impressive
mades which take the place of ordinary
consiruction is based on a logical process.'
Subjective theory of space: comhined operations
{multi-dimensional simultaneity of projections).
Projections in different positions, deviating from
pure centrat perspective (multi~dimensional
contacts and highly articulated structures).

Shifting viewpoint:

Contrasting viewpoints due to movement of
spectater [1].

Change In the relaticn between height and
horizen means:

lifted horizon, widenad horizon [2].

Varying subjectiva height.

Alternation of downward and upward views.

Summary: Change of subjective height, visual
point variabie to left and right. Movement and
countermovement lead to a balance of movement,
For amplification ¢f. the organic connectlons
hetween the principal forms of perspective and the
basic possihilities, pp.151~15¢.

Examples, see p.150.

Within the space already known to us | have here built a second space whose upper
surface is visible to the eye [1]. Hence we may speak more appropriately of a body than
of a space contained within our visual field. For real spaces go heyond our field of vision
{we are in them).

We have then a body that lets the eye look down an its upper surface.

The horizontal plane that our eye sees from above lies lower than our eye, beiow us [1].

In this case the body yields no view of its upper surface [2]. If we suppose it to be made
of glass, it will permit a view of this surface from below. But a horizontal plane that can
be seen from below is situated higher than our eye, it is above us [2].
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1021124 Perspeclive of roomr with occupants.
Watsscolour.

‘Operations with horizontal planes at diflerent lavels,
(None In full width, One plus 2 high,

frond section in symmetrical posilion, A second
minus I helow, rear gection displaced 1o right,

A thied minus § betow, frant section displacad to
lefl. Pragression broken by cardinal limits.)'

But in this third case something special happens. The eye cannot discern this surface
as a surface eithar from above or below: it looks to us like a horizontal line.

This means that the body is axactly ai the height of our eye. The horizantal is exactly
at eye level, (If we want to be meticulous, we may add that the {engthwise and crosswise
gradations ceincide.)

But what is true of this horizontal plane, is alse legically true of the connected horizantal
line of the two side walls, These horizental lines at eye level appear again as horizontals
in perspactive projection,
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It is called 'eye level'.

S0 we have the answer.

The man or possassor of the eye may now stand forward at A or farther back{at B, C, D);
from any of these positions the phenomenon of the horizontal will develop (A!, B, CI,
D). The herlzontal is the connection between the points in space situated at eye level
an the line of sight.
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1929/m 3: Evening fn Egyel, Watercolour,

Horizontal:

Horizontal: —é

Vertical and harizontal:

We can conceiva ot a large plane defined by all these points from Al to D! (as shown
above, wae can never see this plane), the plane of the horizon, Or limiting ourselves to A%,
we can conceive of a large disc. - -

the horizon as appearance. Material (earthbound) statica or pure statics. ‘Seen.’
the horlzon as idea. Ideal {cozsmically conscious) statics or idealised statics, *Conceived,’

This horizontal disc separates ail visible space into an upper and a [ower part. As if we
were in & great round tin, consisting of the tin and of its cover.

This asign (vertical and horizontal) corresponds also to the human frame in referance
to the attraction of the earth. We have an acute sense of the vertical that keeps us from
falling; and if need be (in an emergency) we extend our arms 1o correct and counter-
balance a milstake. In special casss we proiong the horizontal, as e tightrope walker
does with his pole,

The vertical is the dlrect path from a frontal vlewpoint to a distant horlzontal laid out
behind’,

The horizontal means aye ievel.

In materlal (earthbound) statics the relation between height and horizon varies. A 'raised
horlzon' is an extended horizon.

The raising of the eye level brings with it a ralsing of the horizonta):

standing

sifting

lying down with head raised
1got = horlzon
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The scaffolting by lhe sea.
Trangparent-perapective intarpeneiration of the
harizontal and vertical planas and of planes in
|ntermediate pastions. Example from the section:
'Cubic plane combinations in intermediate
pagitiens,’

"'Batanced struciuras in the plane': planar
camposition of formal elements In a balanced
relation to vertical and horizontal. Perspective
gl‘emams may be used of 1024130 Houses in
Landscape, p.186.

The questions of perspective we have broached and everything else that seems worth
knowing on the subject can be checked or investigated with the help of a very simple
apparatus. Fasten a glass disc in a vertical pasition and place it at eye level in front of
the object to be projected. You observe with one eye, which must remain in a fixed posi-
tion. You draw the essential lines of the object on the glass disc with ink or crayon.

If the glass is not vertical the lines will look distorted. Similar distortions are created
by photographers who direct their cameras upward at an object whose perspective can
easily be checked, e.g. a house.

Such images are not even objectively or logically wrong; the lower windows are closer
to the eye than the upper ones, hence broader, which for purposes of perspective means
larger.

But at this point the human being puts in his veto, because he wants his herizontal
and vertical fixed; otherwise he will totter and grow dizzy, It is not logically but physio-
logically wrong. The value of the whole process lies soiely in the possibility of checking;
there is no merif to drawing in proper perspective; anyone can do it. Additional
examples: Van Gogh's perspective instrument. Hodler's ‘carré’,

5 December 1921

Exercises;

Examples of balance in

drawing and tone value,

according to balanced structures in the
plane.!
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1932/ 11: Small town, Calour.

‘The main tensions go from plane to counterplane;
the shortest way suflices for hody formation,

The inside of the bodies remains amorphous.

The connection etwaen the centres of a plane and
counterplane ylelds an inner body line

{a dimension}; repetition of this connecting
mevement ultimately results in three analagous
lines representing the body's three dimensions.'
Cf. the linear and planar interpretation of the
hatance of forces, p.201,

3. Synthesis of spatio-plastic representation and movement

Irregular projection Internal volumes, two-dimensional, The same volumes seen from
Subjective theory of space The broadening of the lines the side (rotation)
Shifting viewpoint corresponds to gradations from
Ideal and material statics far to near or: rear to front "
VA %4,

Theory makes for clarification, but in the concrete instance there are such complicated
_influences at work that we cannot proceed consistently with theory alone; we must

again digress a little.

Woe need mechanical function. This means working on the basis of a law, not in order to

demonstrate the law, but in order to create a freer form, based on the rules.

In leaving the realm of rules, we upset theory. This departure from law and rule is some-

thing we must do morally, so to speak. Always bearing in mind the need for harmony, for

sensitive organisation of the individual component parts, so that a satisfying result is

achieved.
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In art the essential is to create movement according to rules, to create deviations while
bearing the rules in mind. If you adhere too strictly, you get into barren territory.

There iz no need to demand absolute conformity. i is only recently that we have been
tree to deviate from the rules. What do we gain by it? -

We gain possiblities of spatio-plastic representation and movement that were limited
under earlier methods.! With constructive dexterity such effects might be obtained from
one position. But that is only one way and not the direct way of showing different things
atl once. This possibility was seriously discussed only after it had been used by artists
who knew how to unify and combine organic proceszes.
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19231131 : Houses in projection. Watercolobr,

'Central perspeclive wilh motianless viswal point,

1023011 Fown square under coasfrucian,
Watercolour.

Nale in Klea's diary:

'Even from the church tower the activity on the
square looks lunny. Bul imagine how il

‘ooks fram whore | am,"

We must work our way back to unify. This can be dene in the pictorial fiald by bringing
disparate things together harmeniously, Here the links are important. And the scale
depends also on the distance from the behelder,

The first step is a regular deviation based on projection. Projection means here that
the viewpoint Is not strictly static; it is displaced a little and the objsct moves along,
We can also remain stationary and displace the object.

The irregular consists in the accentuation of parts or the omission of certain parts.

In any case this Introduces freedom infa movement and movement inte freedom.
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1919/199: House interfor. Watercolour,
Interpenetration of endatopie and gxotopic.
Main emphasiz on endotoplc elavation.

Forms react on us both through their essence
and thalr appearance, those kindred organs of
the spirlt. Theline of demarcation between
essence and appearanca s faint. Thers s

no clash, [ust a speciflc something which
demands that the esgential be gresped.

Linear sketch fram:

1923/11: Town square under consiruciion, p.1as,

Simultanelty of perspectives in plan of picture.
Front and side vlew and perspactive elements

of ground plan comhblned.

1. *Material, terrestrial harizon,
2. ideal horizon, widened:
3, Synthes|s.'

Linear eketcn from:

19221150; Plan of garden. Watercalour,
Simultaneous projection wiih interpenetration of
base and elevation. Representatien according

to agsence and appearance.

Wul-dimensional simultanefty of projection,
with femporal succession.

Examples: i

1925/E zero: Vifiage in refief. A game,

Caelour drawing. Grohmann, p.177.

1987(Y 5: Partial view of G. Watercolour and oil.
Colour repraduction in Grohmann, p.269,

Qi N
ol_F

Irreqular projection

Combined operations and projection in different positions, deviating from pure central
perspective,

Organic comhbination of the main forms of perspeactive:

interpenetration of space and body, simultanecus inner and outer form. Representation
according to essénce and appearance.

Points to be considerad:
Simuyltaneous, multi-dimensienal phenomena.! Multi-dimensional contacts. More com-
plex structures.

In deviation from pure central perspective:

{a} deviating pregressions;

(b} devialing position of the vanishing pelnt (P zero);

(c} deviating perspective {and building boxes and building blocks), _

Slight deviations are playful movements round the normal paths of construction. Pro-
nounced deviations are movements contrary to the normal paths of construction.
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Succession, interpenetration, or interlocking of perspectives.

(a) The shlfting or variable viewpoint. Several viewpoints combined.
1 {b) Reprasentation.
1. of the surface (superficial),
I 2. transparent-gpatial, _ |
i 3. analytically and plastically reunited in ‘transparent pelyphony'. (Cubical volumes and ;
valumes related 1o the cube interpenetrate in plastic transparency, sometimes
producing a deviating, mobile structure which plays round the fringes of the law.)
Lj,e, ‘transparency of volume and space’ or Body, inner and outer space combined! (e.g. cubic volume, cubic inner space,
et e cubc outer spac).
; : ; L Most of thesa forms are combined. To understand the combined forms, we must break
: 1928(p 7: Lilile week-end howuse, p.142, ,
1 1628{g 10; Santx A at B, p.54. them down intc their componeant parts.
19p8/D 7: Perspective of eify. Pan Bnd watarcolour,
Giohmann, p.218,

. . L

¥, 1 }

Square surfaca at eye lavel

1
Square surface seen from above B
|

1922,29; Arabian cily, YWatercolour and oil on

: L l T S R BT : 5‘!'. gauze prepared with plaster,
! e o R LAl P b T ch i Wy Ay, et by 13 _ Inkerlocking of parepactives, Simultaneous 'l "/g
; o W o ' - downward and upward views obtaingd by

|
] ~ combinatlon of several vlewnolnts, (Balenced !
i o _ . synthesia of several positions,) !

: K .
1 Amfche SHadh  rggd %9
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1929/5 6: Caslle hill, Qil,

Rhythmic articulation of planes, spatio-plastic
accentuation of elevation, Recombined by

plastic analysis. (Cf. accentuation of ground plan,
pp.252-253.)

combined operations whh basic forms of
perspective {(perapective variatlons}. Shifting
viewpoint and Interpenetration of space and
volume.

Examples:

1914/180: Churelt under consiruction. Pen-and-ink.
1918/93: With the nef fisherman, Watercolour.
Giedlon, p.89,

19191193: Newly consfructed fortress.

Colour drawing, Grohmann, p.389.

1918/167: Architecture with window. OIl.
1920/160: Ascona. Watercolour,

1821/25: City In imbo, Watercolour,

1821/60: Transparent perspective . Watercolour.
1921/65: Trancparent perspective with pavifion.
Watercolour.

1821/104: Climbing houses in autumn, Watercolour,
1921/120: Transparent-structural architecture.
Watercolour.

1921/183: Revolving house, Oil,

19221103 Building of the £, corporation.

Pen and watercolour,

1925/d 2: Perspective figuration, Oil.

1925/6: Perspecive scherzo, Walercolour.

1925{T 1: Idyll in garden city. Qil.

192741 71 Excavation. Qil. Colour reproduction In
Grohmann, p.261.

1928/0 6: LitHe houses rhiythmically in gardens.
Watercolour.

Note In appendix;
Survey of examples according fc the basic aspects
of irregutar projection.

A theme with accompaniment or several themes. Single and combined articulation
Intermediate positions:

neither purely frontai

nor purely vertical

nor purely horjzontal

The deviations singly and combined

Rules made to he broken:
Divisive formation
multiplying formation
form as addition

form as subtraction

{pictorial division)

{pictorial muitiplication)

(pictorial addition, combined by summation}
(pictorial subtraction, definitely separative)

Synthesis of spatio-plastic representation and movement:
Six viewpoints can be unified and combined into a single median collective viewpoint.

The formal elements singly and as they are related.

Their appearance in groups, their limited synthesis. Then amplified to become forms
or constructions. The balanced synthesis of different positions.

Phenomenology of apparent position and ideal position.

One need only imagine an object in space in order to appreciate the difficulties in the
analytical approach.

But how else are we to arrive atan orientation in space? | do not know. All these divisions,
even the most commonplace, have a meaning if we keep in mind the value of the part
without forgetting the whole. If we remember that every such pair of statements is only an
analytical operation and therefore partial, our procedure remains meaningful. Each pair
of statemerits moves on a particular plane, and ultimately the different planes, taken
together, produce a spatial synthesis, the summation that forms the whole.

Because | cannot do what | should prefer, namely, deal at one stroke with a whole com-
prising many of these elements (each in its place), | must resign myself to analytic
methods.

159




-

Dimensional nperﬁtions combined info a higher structura

- \ Y
. \\ :
Two-dimensienal partial analyses \
ot the four operations: AN
Qne pair of lines in like direction AN
lineally expressed A
- N

Another pair of lines in like ' ill
direction lineally expressed i
One pair of lines in different

diractions lineally expressed

Another pair of lines in different
directions lineally exprossed

N

e —— —————]

1938 M B: Houses cfose topeingr, Calgur (1.
Irrequiar projection on an uneven surface,
Accenf on plan, -

‘Here ane mighl bring in still another category:
it sgems as if we werg laehing dawn frem abova,
Like lpoking [nte a jar, Then the concent
above-balow disappears, a8 [ werp.'

1932/ 16: Lilide cfiff town. Oil [2],

Simultaneous ground-plan and The four operations
elavation, (Cf. 1940/N 14: Churches, p.194.} combined 'y
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The single harizontal on the ground [1]
The single horizontal lifted [2]

Width accentuated

atits uppermost natural position [3]

The natural possibilities of width
-in all natural positions:

Static narrowness. The perfectly static direction of gravity is one-sided-and does not
end in a middle position, but at the bottom. Crugial for the boﬂom—mo’st position is tha
distance of the object from the ‘I'. When there is identification, the 'I' is the object and
the gravitational pull ends at the soles of the feet. This object (the 'l') can be sensed hut
not seen, or seen only very approximately, it one s lying down, Lifting the viewpoint or
point of departure also raises the given horizontal.

162

Examples:

1929/m T: Church and caséle, p.138

1926/m 3: Evening in Egypt, ndds.

1829/R 10: Main path and side patrs. Ol and plaster
on canvas, Gledlon, p.12%,

1930fr 2: individualised aliimetry of planes.

Colour drawing. Calour reproduciion

Grohmann, p.277.

1832/ 8: Ralsed horfzon, Cil.

1929/M 4: The sun grazes the plaia, Watercolour [4].
(Title clted In cuyre eatalogue:
The ight grazes the olainy

Linear analysts trom 1929/M 4:
The sun grazes the plain [a].

191/u 16 Variation on 'Clrewit thiough & planes".
Colowrsd ink on paper [4], .

The horizontal in itsalf, purely as form, is perhaps already movement. However, it gives an
impression not of movement, but of rest, Perhaps the form is mobile, but
is suggested. I

In discgssions of statics, 'lylng' means to be inactive. Lying and working are not easily
compatible. Movement can be situated within a certain tendency towards rest.
The singla form sleeps, but many slespers together produce action.

it is rest that
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195 1 At seven over rocfoos
Tampera and watercolour, varnished,

“The Auctuating definition of the foregrownd
and hackaround (varying with 1he sharpness of
aur depth perception) might suggest distance,
Thiz Indaad |z what happens In the actual
optice of space.’

Mechanics between above and below T*I’
in relation to height.
Constructive movement

Examploa:

Exotoplc: 1829/ §; City wilh walch lowers,
Drawing with reed pen.

Endofople: 1992117 North room, Walarcolour.

Mechanics of subjective height [1]. For the ‘I’, height and horizon are the essential
factors. Slight elevation gives a good upward view, a poor downward view, Slight cover
from above (mportant), good cover from below (unimportant). The result: an upward
drive,

Great height gives poor upward view, good downward view. Good cover frem above
{important), poor cover from befow (unimportant). Increased well-being.

Increased haight, ascendency, positive. The horizon rises, the view of the ground-plane
increases, the view from below diminishes, the upward drive is appeased. Dangers
are reduced if you go to meet them.

Decroased helght, retrenchment, negative. Height, cover from abhove, downward view
diminish. Pathological complexes of oppression arise (as a result of too much space
and waakness above),

Mechanies of width [2]. The left-right movement is less significant. The horizan,
whether high or low, stands fast. Even a critical situation in respect of left and right is
not of fundamenial importance.

In the mechanics of width, the 'correct way’ is formed by this movement %5, Correct
ways to the background iead rather to the left or to the right of space. There is sither more
cover from the left or from the right. Either mare danger or more of a view to the right,
or vice versa,

165




166

193%qu 17: The way (o fhe city casife. Ol

'One must have 1ha mein features of a piclure from
the very start and then add the secondary
festures, sz much 50 1hat one always gats
something out of laoking af It, Often the battle

ia already won with the ground-plan,'

Actual planes and perspective planes
by themselves and combined
{Frontal, horizontal, and vertical planes}

Actual plane: frontal or actua vertical plane

as it appears from the front

Parspective horizontal planes

Perspective vertical planes

The three cardinal planes

in their relation

to the linear dimensions.

The oppositions arz only apparant.
In series of planes

frlendship appears

1. Frontal plane from
both sides

2. Vertical plane from
left and right

3. Horizontal piane from
above-below

167 .

o

-

T e —




The shifting viewpoint. Active, operative movement. Centres of meaning.
Identity of way and work.

The word ‘stimulated’ says everything necessary for the beginning of action. The word
‘stimulated’ suggests the prehistory of an incipient act, its connection with what has
gone before, its bond with the past. .
The affective possibility of going beyond a beginning is further characterised in the
concept, which, extended from beginning to end (not only to the beginning), produces
a cycle — where motion is the norm so that the question of its beginning disappears.

Under the impact of this normative motion a creative disposition takes form within us.

Since we ourselves are moved, we find it easier to set things in motion.
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19251 B: Houses in the counfry, Qil.

The shifting viewpolnt,

operating from twoc centres: a and b.
From al te all, alll;

from bl fo LI, bill,

The initial movement in ourselves; the active movement from us to the work; the com-
munication of the work's mobility to others, the beholders of the work: these are the
main divisions of the creative whole, pre-creation, creation, post-creation. _

If we follow the graduai unfolding of a primitive simple work, we shall obtain a closer
view of two things: first the phenomenon of formation, formation in relation to impulse,
formation bound to the conditions of iife, formation as development from mysterious
mobility to purpose. This phenomenon was discernible in the very sarliest craft, when
form in the smallest sense (structure) first made its appearance. -
The relation between formation and form, which we discern even in the smallest things,
retains its fundamental character in later stages, because it is determined by a principle.
| think the nature of this relation can be stated in one sentence: the way to form, dictated
no doubt by some inward or outward necessity, is higher than its own end and goal.
The way is essenfial and determines the conclusive or concluded character of the waork.
Formation determines form and is tiverefore the greater of the two. ,

Thus form may never be regarded as solution, result, end, but should be regarded as
genesis, growth, essence. Form as phenomenon is a dangerous chimera. ;
Form as movement, as action is a good thing, active form is good. Form as rest, as end,
is bad. Passive, finished form is bad. Formation is good. Form is bad; form is the end,
death. Formation is movement, act. Formation is [ife.

This was the first thing we saw as we followed the gradual unfolding of a primitive,
simple work. Then a second revealed itself. .

As the creative process continued, as the way grew [onger, the danger of monotony
became apparent. For the way, as an essential part of the work, should not tire us. It must
rise higher, branch out excitingly, rise, fall, digress; it must become by turns more or
less distinct, broader or narrower, easier or harder. And the sections must fall into a
definite structure; with all their widening development, one must be able to encompass
them at a single glance; they must enter into an intelligible relationship with one another.
Through the identity of way and work, the work becomes structured ‘along the way';
the first even rhythm develops into several rhythms. The different segments of the way
join into an articulated whole. The interaction hetween the general structure of the whole
and the natural structure of the parts forms the core of an elementary theory of proportion.
The different modes of intaraction produce works of different kinds.

169




Objective horlzon: .

The right way of the ‘I’ recedes
appears as a straight line. from the marked-cff space with
The perspective foci vanishing peoint outside to the rlght
are always at horizon level, and to the left. )

Then the space, too, is objectified.

Subjective horizon: _
For at eye level every plane

%ﬁa&’Jﬁfwﬂv %‘%\b ol ijlr/ﬂ‘v

Subjective theory of space. Wandering viewpoint. Irregular projection with free
applicatlon of the principles of perspective.

Different viewpoints with change of place: ,
Shitting vertical with viewpoint moeving from left to right. The subject changes his basic
position.?
Change of subjective |evel.
Change of the relaticn hetween height and horizon means raised horizon = widened
horizon. Change of downward and upward view.?
Subjective height and subjective distance:* |, far away
I, not s0 close
I, very cloge
Summary: change of subjective height; viewpoint moving across the left-right horizon %

Several viewpoints and several subjects in space:
Possibility of connecting paths, Paths of various subjects in space.
Persons with varying eye level.®

Three persons see a frontal plane from three different points.
Thus the synthetic viewpoint (or collective viewpoint) sees three planes.”

Several viewpoints combined, The shitting viewpoint and the connection between stages
1,2,3,4" -

Where the viewpeint is shifted several times, different projected images appear simul-
taneously. In the subjective theory of space, mevements and countermovemenis produce
a balanced movement.”
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Chjactive horizon: with aeveral changing |
¥lewpoints the resuit s 2 naturel deviation from '
slatic relatlona, giving greater Ireedom

and mahility.

'/ paida.

L pa4T,
WA ).

*Cf, pal42.

SCF paT1 [2]

Cf pA73.

*Cf paT (8L

¢Cf the giatic-dynemic eynthesis, p.0d

al .‘w.'_.__;.

IR

1. Subjective height and subjective distance: Possibility of a connection between view-
point and base-point (Stages 1-8), '

The guickest path from an original viewpoint “front’ to a fixed horizontal *behind' runs
in a vertical direction. The vertical is the right way. To designate height and a horizon
extended upward, the limits must remain rigid,

2. Ways of several subjectives .
In space. Middle horizontal plane é

Vertical plane of the lady on - of the child

the right or her right way or his eye level

3. Several viewpoints comhined. The shifting viewpoint and the connection belween
stages 1, 2, 3, 4 (differences in heights py. par Par P
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1940:s 10: Hovertng befors rising.
Qil on canvasg, H
'Three-dimensionat ady, transparent. )

=l
_—
[N

‘P a . Erae

In the realm of the static there are also i
mayements | lhese movements, howeyer, are nat :
frae but bound to 1he verlical. Movements of
thie restricted kind are not only

1. construction,

2, balance, but ateo

A, movement :
of the whale siatic struelure, H ; //
Balance is a movement away from the vertical, to ' . j"__./ i
which s corresponding countermovement Is always
oppoaed. This countermovemant annuls the i
one-sided devlation from the veartical. [n the .
movement of the statie slructure the whole i
static organisailon maves, The verdical and the ‘
mavernents of balance change their place

topethsr, l
(On the parallelogram of forces, rise'and fall, ‘

Saa pp.410-413,

on phenomena of balance, pp.207-218) Shifting viewpoint. Three men see a frontal plane from three positions; the synthetic

i 'Nete by Klez: '2 July, 1929, Stereoscopy. viewpoint sees three planes. We have discovered one of the roots of spatial vision.?
. Part and whole, The whole moved quadratica'ly
[l ar yariations.'

. Examples:
Ve 1880/w 5: Surfaces in tension. Ol
Grohmann, p,400,

Variable viewpoints: Stages of movemant from 110 2 to 3 (Pp = Py —> pa).
Shift of point p and consequences:?

1930/ T 10: Salling cify. Watercolour. 12 14 15

Colour reproduction in Bokumentarmappe ;
Klve-Geselizchaft, Gentell, Berne 1548, *Slmilar motion of the centrea: fromp, 1446 fop, 8412 top, 515

1032/t 10; Gildder Alght, Ol on canvas. Grl=sctra-»etr 3.

8 ] 15 \ ‘
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Six viewpoints: E,~F,, Ey~F,, Eg-Fs E~F,, E;~F5 E,-F.. The same and summed up in
a median collective viewpoint.! Differences in height p, = p, = p;—> by —> Ps —> Per
represented by the right way from AB to EF. Operations on horizontal planes of varying
heights wiih related depth sequence. Unification achieved through the median height
and width of the right ways.

916

Median height: 634 710+ 42 + 51+ 274+ 14= =~ =46
56-6

Median width: 161 + 1444+ 101 + 84 + 51 + 15 = —— = 943

{measured from A)
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‘Madian collective vlewpoint,
Eﬂ F
Medlan height 4'6
Median width 843

f Y
i ST Tt TT N
| . -
I
Ly
]!
i
g
by
g
i
|
5 .
. i
ar :

The subjective way. The viewpoints descend from right o left, but not without inter-
mediate rises (from 1 to 2, from 3 to 4}, The peints from 1 to 6 on AB are the base polnts
of the 6 viewpoints. The mid-points on the lines from these base poeints to the corre-
sponding viewpolnis are in every case the right ways from AB to EF, hence the bisectars
of the prin¢ipal section in various positions. Points E, and F, are situated at a height of

1= .
0 pl: Points 1 (hali-way from A 1o E,) and 1 (half-way from B to F,) are situated on the

—>p
2

lower half of this lower section at the height of ! ! Then comes the double zigzag
to the outside right and left: 1 — E;,2 —-E, 3 — E5, 4 —> Ef,5— E;,6 > Ejand 1 — F.
2% Fﬂ! 3_>' F:;pq_)' F.]| 5_> Fﬁlﬁ_> FE-
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Static and dynamic balancing movements. Lateral shift of weight is movement
within the horizental plane, And in tune with the symbol of the pair of scales the laterdl
shift of weight is connected with an ultimate efiect of balance.

Movements that lead to balance and end in balance are not free; the vertical imposes
certain conditions on them, Subjact to these conditions, movements ’bélbng character-
istically to statics, provided they do not contradict the fundamenta! principle of balance,
It is incorrect to say that 'stelic’ means ‘at rest' and that 'dynamic’ means ‘in motion’.
For 'static’ can alse mean ‘in conditlonal motion® or 'becalmed motion', while ‘dynamic’ can
meaan ‘in unconditional motion', in other words 'under its own motion’ or simply ‘moving’.
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1938/L 4: Dominated group, Waterzclour (11,
Fluld balance. 'Horizontal, vartical, and

diagonal factars are pathared togethet.
Oppacltions. The horizontals produce & more
trangull effect, the varticals and dlngenais have
sameathing actlve about them.

'Standing adda something {urther to the sense
of actign, Standing fakes the vaertical

into cansideratlon; [n contrast to lying, i bullds.'

1829)3 H 28! Coliapse. Watercolour 2.
Exaggerated shift of the horizonte!s and
verticals leads to disturbed balance = collapse.

The feeling here expressed |s the
dynamic shifting of a
static premlse

Balance In static style.
The vertical puts
the fulcrum in motion

Balance in dynamic style,
The fulcrom
Is flxed at the centre
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Stiatic-dynamic tension and position of balance

Statics: The terrestrial norm is rest. Terrestrial tension on earth is the prerequisite for
maotion. ‘
Dynamics: From the cosmic standpoint, motion is the norm, There are static factors
‘that lead to immohility and others that are themselves immobile (rhythm an.d balance).
There are dynamic factors that are in motion and others that are ready for it.

-Mechanical elements of statics: verticals: primary
: horizontals: secondary
diagenals: tertiary within the rules of
gtatics

Diagonals as tertiary paris

{lahile balance)

or diagonai connection as
/ rise and fall

Fundamental mohility
of the tertlaries
(diagonals)
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19371U §: Harmenisad oatlie, Pastel.

‘Dynamic shifting of a static premise, Streas
on partlal viewpeolnts, connected with changing
position {cenlral motion).'

Cf 1837/ T 5: Overland, 1.504,
From the point of view of line, more or less static:
the movement of the coloured Forms, dynamic,

'Whera a part Is singled out the process can also
be Interpreted as divisiva formation:
'Camposita form witheyt contact',

*dislunctiva = opposition, struggle.
nilylng = harmeonisation.

Diagonal synthesis of dimensiens. In diagonals every point and its inverse point
at the other end of the diameter must disclose a balance of the (two) dimensions, In
every case we have a rotatlon of the centre but there must be a halance between left and
right, between above and below (reciprocal motion). Two pairs of lines with different
centres: hance movement of centre [1. The meved centre can fall, fie still, or rise.

The synthesis of several component mavemants tending towards a centre suffices 1o
give an idea of the innermost essence of an irregular form of this kind. The cenire is in
motion; not only along the line, but also two-dimensionally, within the plane.

Analytically, according to component viewpoints, Part construction: not all lines are
emphasised; (a) ceriain lines stressed, the rest unaccented; (b) the unaccented lines
omitted (productive-destructive method) In the space between the lines mediating
actions occur, which stand for the structure of the relations between them, Successive
emphasis on parts of the total form. Representation of the line ag distinctive or unifying.2
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Basic dynamic principle: Aveoldance of static rules, gravitation, the plumbline: hence
no distinct verticals, horizontals, or diagonals. Feasible through maobility.

Static-dynamic tensijon;!
The causal principle is a
reciprocal tension
betwean purely terrestrial
statics

and ideal statics
{tarrestrial-cosmic tension)

The torces that move lines are gravity, evasion of gravity, or the result-of forces moving
in different directions.

(Cf. Gravity and moamentum, p.385 and the pictorial schemata of the first, sacond and
third laws of statics, p.414.)
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*Static-dynamic tenslon:

the tenslon is undischarged, the oppesitien
remalns (CF p.393). Statlc-dynamie batance ar
statlc-dynamlic synthesls: concrate and discharged.
Harmaonisation ol oppasing means of

expression or dynamic shifting of a static

premlae, Cf. 1927/E 8 Sajiboats in gealle mation,
p.276, and $937/U 11: View Jg rod, p.2o1.

1038(T 5: Harmonised focality, Colour drawlng.

The four viawpoints Py Py Py By A1

gltuated on the same diagonal cross as in [1]

end [2], p,180. On the diagenal synthesis of
diménsions, of, 1997/U 6: Harmonisad baftfa, p, 1748,

Constructive principle: four viewpoints py, ps, Py Py arranged in a square (first
second, third, and fourth horizan) meet In a single point p {madian horizon) [1] (p.180).
The four viewpeints (1, 2, 8, 4) in another version [2] {p.180),

A variation, Constructive emphasis on diagonals [3).!
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ideal statics. Pure dynamics (energies}

Araa of the rules of ideal From the cosmic point of view verticals
statics, first, second, and are never parallel; and horizontals are arcs.
third degrees. Cosmically speaking, tangents are unreal.
Casmically speaking, the area of the 'I'
is a point.

ey

G rdoadnen

Area of the rules of material or

terrestrial statics

NS {wfmk

1deal and material statics. Idea] (cosmically conscious) statics or |deallsed statics.
Material (terrestrial) statics or pure statics,

In the static realm stable means rigidly bound to the verticals. In the dynamic realm
stable means setiled harmonisation of free mobility. Marked deviations in the static
realm are deviations from the normal position of the verticals and horizéﬁtals, but are
sfill verticals and horizontals. ' ‘

Marked deviations In the dynamic realm are essentially shifts of centre and ghifts of
the localities depandant on the centre; the plumbline and the forces closest to it are
ignored.
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N

J)\f,u{reuf Wl n,

Material staties. (Gravitationai farces in one direction)

The centre of the earth is the
centre of gravity

From the terrestrial point of view
the parallelism of verticals .

and horizontals {really tangents)
is an lllusion caused by the
eniargement of the area of the 'l'.

—
-
-

, otih ]
ot €5

Dynamics is the great, the principal area, the endless area of the cosmaos.

Statics, by comparison, is an exception, where gravitation kills motion by subjugating
it to an alien law. The suction of the stronger. This stronger power is itself dynamically
moved and carries the vanquished along in its orbit. But the vanquished does not perceive
this directly; he must accustom himself as best he can to the new power and gradually
carve out a sphere of motion where, if he manages it skilfully, he can attain a kind of
independence.

This is how the plant grows, how man and beast walk or fly.

From a terrestrial point of view: Staties = gravitational forceg in one direction
Dynamics = energy

Only gravitatjon

The forces of gravity come together from all sides

From a cosmic point of view:
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i :D""‘ﬂtiﬁ’” from tha rules of materfal or puraly Ideal and material statics: the earth, from™a cosmic poinf of view, provides the basis
ctestria) stalics (gravitation) makea possible for a static-dynamic synthesis. Starting from here, sarthbound man arrives at a cosmically
) an idenl statice or earthly-cosmic synthesis, o . . i i
_ e > (CF. diagram p.&7.) ideal-static view of the world and an earthly-cosmic one. : i
: _ . — - Theory of style. The questions are these: Are verticals or horizontals present? Right -
1 R 1 - ['B
i 1937/qu 18, Archifeciure in the evening. OIL. angles? Centres? P.ernpherfes? . il
Ii . “In the thras-glimensional world a simpls rotation Theery of composition. The questions are these: are the inner-constructive relatlons of i
’ preduces a two-dimensional affect.” : form and format observed?
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In a three-dimensional experiment with motion the moment when one plane is perceived
only as a vertical is especially critical. Far less significant are foreshortened planes.
Hence the apparent irregularity of pace.

Contingent and free movemant. It seems very likely that there is no such thing as a
purely dynamic architecture, and here we must attach importance to the slightest hint
leading in that direction,

It would be well to take the appearance for the reality.

! Our means of investigating natural structures by means of cross-sections and longi- I
tudinal sections [s no doubt applicable to architectonic structures, but we should naver
find an example in which ground-plan and elevation were not fundamentally different.
Which again means that there is no examnle of the purely dynamic In this fleld. '
e ,  Cxamples: Conseguently we must situate architectural works in the purely static sphers, though i

' :giﬁgﬁ;:':‘:;f;:gﬁ? P houtse, Drawing. there may be a certain inclination towards the dynamic, At I:test we shall find an inter- '

: . | 1924175: Relations between landscape and fouses. mediate -sphere somewhere between th:a static and the dynamlcl._ | . :
‘ ' 1004,38: Houses in fandscapa. Colour. Qi In more ideal realms of art, such as painting, the greatest mobility of all is possible, an i
Analysed on pp.68-191, o 19280 7; Litle week-ond hovse, p.id2, actual development from the static to the dynamic,
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How to overcome static narrowness
Analysis of 1924/39: Houses in Jandscape, p.88.

Change of subjective elgvation, viewpsint
mavable fram left to riphi, dynamic shifting of
static relations. Dynamlic in the sense ihet the
subject is free to move in space.

"The gye like a grazing animal feels s way over
the surtace, not only from top to boitem but also
from et to right and In any direciion for which the
oceasion preeents itaelf. The eye movas, grazing
trom tha values thai attract it, towards valuas that
draw it on after the first values have been grazed
bare.' {p.359, Cf. also pp.357-367.)

[1] The shliting vlewpoint connects
astages 1, 2, 3, 4, Several viewpeints,
with eye moving from left to right.

‘Change of subjective height and sublective
distance: """ vaty close. "'I” nol so close, 17
far removed.' The combined feundatlon of the
viewpolnis 1, 2, 3, 4 provides elternating
upward and downward views,

'Ideal and materlal stetlcs:
combined foundatiens er camposite form.

Moblle progragsion (an the basis of the 24=part
clrcle). From the centre of the earth outward.
Eccentric condensation.
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converglng horizontals lelned by diagonals.

Hoslzontals senzlised by means of displaced
santre, Road travellod from A-B to C,

Gperatlon on herizontal planas of different helght,
'The ralsing of the viewpoint brings with it a
talalng of the horizontale." A moblle vlewpoint
results in a prejeclion. Mesh of

alternating upward and downward views.

The shift of centre brings with it changed relations
belween height and horlzon, Sensitisatlon of
horizontals by upward-downward motion

and the reverne,

Syniheses of matertal and Ideal slatics {l.e. static
and dynamic relations) by setfing In

diagonals, Connectlona belwesn viewpointa

1,2, 8, 4. Dynamlc shifting of static relations.
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Linaar analysis of converging horlzontals
from:

1924030 Hawvsges fn fatdscape, 0186,

Shift of statlc relations wilh daviation from
normal eve tevel.

Shifling verticals and daviations from the yertical
with ¥lewpelnt moving laft to righl.

Linear analysis fram:

192439 Mowzes in landscapa, p.1BE.

Stalic-dynamic synthesls, deviating from purely
tarresirial statics, Connectlon betwesn seyveral
viewpalnts or stages. Simultaneous front view and
profile, Le projection through space and time,
Linear analysls of:

1024)38: Houses in landscage, p.186,

'In the stalic realm stahle maane rigldly bound to
the vertical, In the dynamic realm [t means
calm harmenlsation of free mobillfy.'

Withaul comained foundations. Mors
frontal emphasls!

1924/21 1 Viitage in biue and orange.

oil on paper prapared with chalk,

These are hiphly favourabla condlilons In which
to create & dominant preportion if lhe genaral

local relations are freated In differant ways, Now
factors Ireatad quile differantly enter in. Some

are taken fully into aceount, some pactly, some
scarcely or not at atl. Now iz the (ime to SaY Some-
thing very epecial. Thug we achieve

the possihility of spatio-plastic representation and
movement, which was limited In the tormer method
{ceniral perspeoctive, Ed.).

To som up:

Organic comblnation of the principal larms of
perspective with lhe process of motion,
Multidinienslional simultaneity of orojeclicn with
femporal succassion (several vigwpolinls
comlvinecl). Syathesis of movemaen and
three-dImansional representation.

Immanent; statics; franscandent: dynamics,

Pure dynamic action within a limited sphere is only possible on the spiritual plane.
Fundamentally, styie is the human attitude towards those qguestions of the immanent and
the transcendent.! Aceordingly, the field of style has two main parts. In the first, the static
conceptand the classical resemble one another; in the second, there is a kinship between
dynamics and romanticism.

Between the two meeting-places, the static-classie and the dynamic-romantic, thera is
an intermediate realm, where statics yearns for dynamic freedom. Pathos is expressed in
art as a motor impulse off the vertical, or as denial or disruption of the vertical.

Thers are also more peaceful syntheses of the two realms; where what is static, well-
balanced and, often, quite symmetrical, is given a touch of the dynamic,
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The style-forming tensions of the ‘I

Qriginally the ‘I' too is a point @
b
R |
Tensions make their appearance; ' 7 :
for example, the one-sided tension 2(
of height.
Consequence: the ‘I' grows upward — !

Tension in different dimensions:
height and width.

Consequence: the *I' grows upward
and at the same time spreads out

Equal tension on all sides.
Consequence: the ‘' spreads outward
radially

1938/D 18: (Landscape} with the two who are last,
Gouache an newsprint.
Cf. 1919/115: Landscape with gaftows, p.T1.

Naote on p.193:
The style-forming tensions of the ‘I’ relate to
gravitation (inhibited individual energy) or Unequal tensions round about
e momentum (free individual energy or free
‘ mobility), Height and width are static in nature.
Equal teneion on all sides points to the dynamic
sphere (the natural dynamics of the circle).
Unequal tensions helong to the speclal sphere of
static~dynamic syntheses,
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1940/N 14; Churclres. Colour.

‘Syntheels o movement and spatio-piastlc
representetion.” Simulianacus projection of.
ground-plan and elevation while the subjact
meves in space. ‘But through the identity of
way and work the work 1s organisad along the
way, and the segments of the way areg jeined
e 1orm an articulated whole.'

£f, Irreguiar projection on uneven surfaca p.259.

CHy rastle of KR, pp.232 and 234,

1Gf, 183T/qu 17: The way to the cily castle. p.166,

All figuration is movement, because it beging somewhere and ends somewhere. In
general the paths of the groping eye are free in space and time; that is, the eye is not
compelled to begin at a definite place, to procéed to definite places, and to finish in a
definite place. Such constraint is imposed only by a particular pattarn of movement,
which lays down very definite paths in a very definite order.t

The cardinal question: How shall | represent the movement from here to there? involves
a factor of time.

Representation -with change of p.la.ce and moving picture plane

1. Difterent viewpoints as the subject moves in the landscape: change of place and
shifting viewpoint. -

Locality, object: passive
Subject: active

2. Irregular projection on an uneven surface,
Where thae basic surface moves, a shift of the schematic relationships {contraction,
extension) occurs, meking the whole picture more dynamic (cf. p.253).

Place, object:  in activa motion
Subject: passive

3. Comblned cperations. Multi-dimensicnal movements.
The basic image {2) Is in motlon, or both dimensions move {1 and 2) in differsnt ways.
Where there Is tension from two diractions, the elementary forms multiply and change
evenly or unevenly (unevenly, in motion; evenly, at rest).
Movements against one another or reinforcing one anocther. Communication {o and fro,
or interwoven countermovements. Whare there ars fwo factors of mobility, reciprocity
betweon them gives rise to saymmetry. Movement and countermovement result in balance.
Multi-dimensionality consists in a combination of movements, Two-fold (two-dimen-
sfonal) or three-fold (three-dimensional) main movement,
Where the main movemant is three-fold (three-dimensional):

What has moved? Everything.

What has not moved? MNothing.
The relation between object and subject can be reversed, that is, the main action can ke
in the landscape, or the main action can be in the artist. Conflict between the subjective
and tha chlective ylelds perfect unity.
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1923/138: Tighirope walker. Lithograph.

!Sentence crossed out:

‘Thus the scales will be as useful to me as they
are to the shopheeper,'

4. The sensation of weight as a formatiw_e element. 12 December 1921
The halance of forces. Weight and counterweight.
Quantity, quality, and their relativity -

We were speaking of a tightrope walker as the extreme example of a symbol of the balance
of forces. The tightrope walker with his pele as 'symbol of the balance of forces'. He
halds the force of gravity in balance (welght and counterwzight). He is a pair of scales.

.

From our study of the elements of perspective we derived this symbol as an indication of
the meaning of vertical and horizontal. The extension of the seen horizental line to the
horizontal plane or simply to the horizon gave us the spatial form of this symbol:

Today | should like to investigate the balance of the forces on either side. By this | mean

the forces resulting from the gravitational pull of the earth. Thus we shall speak of
gravitational balance.! -
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E é Farces of this kind seem closest to us, because we ourselves are physically subject to "-.‘ i

S the same laws of gravity. For the present let ug presuppose the solid ground on which !
we stand, and let us not, as we do in exceptional cases, take io the water ot the air.

¥ In this weighing, scales will be useful as to us as they are to the grocar in his shop,

S

o _IL :

The scales

Symbol of the scales is the balance of vertical and horizontal [1; 2, 3]. This is more or
less what scales look like. Scales weigh two weights against one another; because there
are only two, the weights can operate in a plane. For | can always situaie two points,
wherever they may lie in space, in a single plane. :
If we assuma that the onae plana has been correctly weighed, we can move our scales
into a new position and weigh a second cpposing plane against it [4].

Fully spatial scales would look like this:

In this ecase we have spatial scales on three axes; A-B, C-D, and E=F {5]. With this

device we might measure the weights on the walls of a haxagonal room [6]. .

It would not be wige fo carry out our first experiments with this little machine, which has

already ceasad 1o be simple. You will agres that we had better stick to a single plane.

It doas not matter whether these plana scalas stand or hang [1 and 2]: all that matters is

the cross formed by the horizontal and the vert]cal This is the spirit of the scales and we
can safely omit tha pans [3].

1535/M 17: Signs on the flaid, Watarcolour,

“The balancing of the forces on elther side, I
the gravitational balance may be seen

in the structure, where ii i reflacted in
modifications and shifte of waight, Every deviation
fram symmelry is baged on active energies.’

NS
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If we disturb the balance by overloading one sids, the picture changes like ?his:

s
-

If we correct the imbalance by counterwsight and counter-effect, it looks like this:
The new slement is this cross. The diagonal crass representing the re-establishment
of symmetrical balance.
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1887 qu 14: Little seapord. Oil.

Now let me remind you of the complementary relation.between llnes and planes that
we discussed in the lesson before last. The planes on which such plays of forces occur
are usually limited. For example: ;

sguare, more or : and with the new cross llke
less like this: . this:

If we take into consideration the complementary relationship between two views, this
figure [2] may be interpreted as linear or planar, From a linear point of view, itis a square
with two dlagonals; from a planar point of view, it is a square divided into four triangles.
These four triangles arrange themselves, espacially if our square is not quite perfect,
into two sets of opposlite triangles [3, 41.

a 4

[t is characteristic of their pasition that they strike each other with their points; the
direction of the thrust is vertical-horizontal [5, 6]. Here we have the scales again [7, 8].
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From Klee's estate No.028 (Untitled).
Watercolour mixed with paste on burlap.

The primitive simplicity of this particular handling of equilibrium has enabled me to use
a kind of symbolic treatment. The result is symmetrical, because the weights on both :
sides are the same. : i

Left:1lb - 11b = 21b Right: 14 1b + Y 1lb = 2 1b

A state of balance deviating from symmetry might be illustrated with the image of the
scales: in one pan, for example, two pound weights, in the other a weight of cne and a
half pounds and cne of half a pound.

Asymmetrical balance

But there is more to it than that. We must cperate with pictorial elements that can serve
as a basis for a discussion of the sense of weight. First, a few cases in which there is
surely no question of balance,

203




Difference in extension,

more anargy

on the right side through addition
surface = measure

Differenca in tane value,
right hand side weighed down
with black energy

Differenece in coloured tone-value,
right hand side weighed down
with colour energy

Difference in colour value
left hand side weighed down
hy colour character

Now for correction:

In Fig.1a

we reach into the line compartment of
- our hox of elements! and put in what is
migging on the left

{Correction to Fig.1)

In Fig.2a we reach into the black
tone compartment and add a little
square ol black to the grey square?
(Carrection to Fig.2)

In Fig.3a

we reach into the red tone compartment
and proceed in the same way
{Correction to Fig.3)

In Fig.4a

we reach into the pure colour
compartment and weigh down the
blug side which is too light, with a bit
of ysllow perhaps {Correction to Fig.4)

1a

21

3a

4a

light grey dark grey
|
|
|
i
1
flght rad red
|
]
|
l
pure red pure blue
1
I
1
|
|
E
I
|
fight groy black datk pray
]
[l
T
|
|
light red dark red red
|
1
I
l =
I ‘/‘
nure red pute blue

pure yel10w|—_

1'Box of elements’ refers 1o the pictorial slements:
line, tone value, and colour. In the examples from
14 to 4a, line, tone value {in this special case black)
and colour are taken successively from the

box.

*Complementary variant of the sentance: 'Now far
correction: in Fig.2a we reach into the blach tone
compartment of our box of elements and add a
little square of bleck beside the light prey square
{Bringlng Fig.2 in balance).’

Instead of *lineg', hlack (tone value) is added as a
counterwaight. The complamentary variant fo the
colour carrective in Figs.da and 4a |s the same.

1fthe guestion of balance |s formulated in
jarms of 1he thrge basic pictorial elements,
ihe lolowing schems resulls,

Summing up:
Extension = measure (line and plane)
Tone value = weight

{chiaroscuro, tonality)
Colour
characfer = quality

Disturbed halance Balance restored

1 - )
[ ]
! I
\ i !
R E——
lipht grey - dark grey —— light gray black dark grey
1 1
| |
! I
| |
pure red pure bive . pure red yellow pure blue
| ! I
| !
1 |

With accurate dosage on both sides we may regard the balance as restored; but this
balance wifl no longer be identical with symmetry, But, of course, something mare than
this crude illustration will be needed for & complete and conclusive characterisation
of ‘this side’ and 'that side’. To situats them definitely as part and counterpart, we shall
need a hard and fast iocal imperative, A cogent example is a good deal more than a
loose comparison,
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1635/qu 15: W you be sealed ?
Charcoal and rad chalk.

206

Here a local imper_ative of this kind has heen added, i.e. a particular idea governs the
situation of the centres of gravity [11.

Schematic compaositions related to our studies of balance [1] and [2]

The A-B axis overheavy with red has fallen to A and risen to B. Qriginally it was hori-
zontal {a-b). These two axes, the original a~b and the new A-B have a singis point in
common, polnt C, C Is therefore the fulcrum. The result of the axial rotation is that the
red on the left is now lower than the light red on the right. Now dark red is added as a
carrection; it will restore new halance.

A little drama of horizontals interpreted in human terms: | have begun to lean leftward
and [ have reached out with my right hand for something to hold on to, ta stop myself
falling. Cr, transposing the action to the vertical:
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The top of my body is too heavy, tha vertical will tepple to the left unless a correction
i¢ quickly made below. By spreading my left leg | broaden my base [2]. The character
of these two schematic compositions is centric, i.e. they depend on a centre.

If we conceive of a number of such compositional actions repeated from the hottom
upwards, we cbtain a series of such centres one above the other; and can no longer
speak of a centric arrangement. This series of C points begins to {ook like a backbane,
as you will see.

¢

I 5‘£h'6‘1‘

gl

19277k 3: Ariist's pordrait, Qil,
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1930/N 1: Scaffelding of bullding under consiruction.

Colour,

Suppose | to be a padestal, Il is a stone set on the pedestal in such a way that It barely
escapes from teppling over. The energy that would make it topple is expressed.by the
arrow —» and is measured in terms of weight g. Now if we eontinue this type of structure
alternately on the left and right, nothing will actually topple. Each stona clings as it were
to the vertical axls, each one would like to make the horizontal rotate at its point Cy,
Crr Corre

The basic pattern of this construction provides the following structures (though there
are other posslbilities) [4, 8]

Figs.d, 4, and 5 represented as a layout, taking account of the forces which are directad
away from the vertical axis [6, 7, 8], p.211.
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Oppoalte pape, left:

108207 Inserfptitn. Pen and ink. Dore In
Garsthafen 181748 during Klee™s milltary duty
in the flnance ofics,

Opposlite pags right:

The more advanced exemple shows a balanced,
zigzag consiruction with prongunced shifte
{rom the vertical axis representing a devlation
from the symmetry in Fig.8.

Linear balence etructure from the watercolour
1933/L 4: Daminated grovp, p.176,

[ J‘E';?u‘»- >¢‘
ﬂml;r, =P} > tl<
- e >‘ft
<l
A PR, A

€y, Cp, G are fulcra. The series of C points looks tike a backbone. Or If they were joined
by lines, a zigzag about the vertical axis [8] would appear as a further possibility.

Such structures {a little like towers) may be compared with a standing man. Whenever
the eftort of keeping his balance becomes too arduous, he sifs dewn and reduces it by
approximately half. If he goes farther and leans on something, only & vestige of balancing
activity remains, but still a vestige. For when a man faints, he usuzlly falls off hig chair.

" The vestige vanishes complately only when he lies down. Then the man becomos a

block of stone. .
Compositions of a horizontal character have something restful about them, compared with
vertebral sfructures [7 and 8].
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The baso breadens and with it the horizontal at the expense of the vertical,

An appreciable relaxaticn sets in, an epic tempo as against the dramatic of the vertical,
though, of courss, this does not saclude the balancing of both sides. The vertical is

stilf with us.

Balance is excluded only when the diagonal disappears, when the scales congeal, e.g.
In the most primitive of structural rhythms, where there are only horizontal or vertical

lines.
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1029(5 2! fn the current of siv crescendos, Oil,

18307y 41 Daringly poised. Watercolaur.
Mote [n appendix.

(empty}
vety
light prey E ﬁ;:ia

Now we come to tha question of welght as [f applies to the pictorial elements.
When | ask: Do you consider this square heavy or |ight? - there is no definite answer.
For if the answer were 'light', and | added a sacond, far smaller square

your hasty answer would be invalidated. For now the square makes a definltely heavier
impression. Now we can say, the big one is heavy in comparison to the little one and the

little one is light compared with the big one. Relativities.,

But what now? Don’t the weights tend to equalise sach other, and why? The one is
lighter in energy but much larger, the other is extremely heavy in energy, but small.
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H
Now it is harder o decide which one is really heavier. In such a case our indecision l % January 1922 Exercise in capltal letters (antique) !

implies a feeling of halance.

The effect of weight on the lefi is more a question of quantity, while on the right if ex- X _ _ .

presses itself more qualltatively. Relativities! The notion that black is heavier than white : £

applies only while we think of a white surface. In this case, if we disregard colour, black

ia the means of developing energy. The blacker the energy, the greater the impression i

of waight in comparison fo the white surface. Anocther relativity. '

But In the case of a hlack surface, black energy cannct express liself on It, if only because

its heaviest development, the deepaest black, would not stand out on such a surface. In !

this case, if we disregard colouragain, white is the developer of energy, and the strongest ;

effects are produced by the brightest white.

On a grey surface of medlum tone, black and white can vie with one another as energies,

Qut of doors, that is, in the landscape, we can say that a white surfaca is present if the

weather is foggy. The closest things, hence the heaviest, look particularly dark, while \Darkening In nature Is mare a mattsr of hill and l

farther back things lighten progressively, merging at length with the background. On a  ale, it Is discerned mainly In the artificial lnner :
The sxamples llustrating the sxerclsse show a) Letters by themselves, balanced, as for example, H A M otc. b) Unbalanced letters, such

dark night, light objects, such as lighted windows, produce the heaviest and atrongest space, where alr and light do not exert their pewer letters in bal i "
I belance as H
effects. And on a normal day we can observe the Interplay of dark and light on a middle  of dissolution, but where darkening, In auble nest-aciive polyphonios: as P F efc. Plan the composition to be solemnly static, or in a dynamic position

background. In physics we speak of specific gravity compared o water; for us there are % modulates distinctly in steps.
different kinds of specific gravily: in comparison with white, with black, with medium
(end with every intermediate tone).

The colour world brings in still other values, colours on a red background, colours on
a violet background, etc. ¥ Linear-aciive polyphonies A sublect E, pursly stafic Two subjects, E, B Threa subjects, Z E T
r

'Lighting In nature is largaly a matter of
free space and atmosphers.’ i

in solamn stetic construction and In dynamic
pasition, with one or more aublects L
interpenetrating.

b ' | | L

——

f ~| |
~fH i
e A higher subject, P A M 1
Hhd Y ‘ | ;i:
Wil o . i
el
T AN |
" — : j
1830fA 1: Abundance in viffage. Pen and Ink f\

Mote in A pi:e ndix

Lingar-active palyphony.
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5. Structural formation. Individual and dividual characters Al
Measuring and weighing as a pictorial procedure o b
r Measurements of time and length : 16 Janwary 1922
. )
Structure (Dividual articulation) In our Jast leszon we noted the contrast between compositional and structural character.
The most elementary structural rhythms made their appearance. Numerically they were
expressed in small numbers, the sum of simple units: horlzontal and vertical lines as the
most primitive structural rhythms [1].
[ Linear addition of simple units [2, 3].
i “} FETSIY T
:EI“; : : u.-‘.'l‘.: T
FLLIP Ty eres from left to right from top to bottom
Newldamd ewd
Sreiliunus
TOfsaauBENg l l
1 1 i J
- 1 1 1 |
— (Tl ey 1 M 1 i
1 1 1 |
—_— —_— :
1 1 1111
1 1 2 3 4
. i
) Repstition of the same unity in the directiona from left to right and from top to botiom. |
- A combination of the two directions produces the following structural design [4], which
may be degcribed as an addition of units in two dimensions. Though amplified by iis
two-dimensional direction, this picture still accupies the lowest rank in the structural
19314y 3: Chess. Ol scale. . . . . |
For analysis, see p.218 The most primlitive structural rhythm in the directions from left fo right and top to bottom. i!-1i;
216 : 217 ;
:
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Analysis of movement in connaction with
1931y 3: Chess, p.216.

Measured by the norm, the movement Increases
in relation to the fixed dimenslan [1].

The natural pregresslon of the lengths and
thicknesses of lines and of their Infervals! [£].

The sams pregreeslen coming and galng,
Interwoven 131,

{Interpenefration of progresslon and regression,
'From the constructive palnt of vlew not a result
in itself but an expression of function.’)

'A rogular, doubls progreseion (twice there and
back) looks ITke this {interinlftent progreasion,
interwoven countermovement)’ [41.

iCY, the construction of a natural progression, p.134,
©On the same page: *Possible amplification, Mix
them up while preserving the thickness and

lengih of the lInes”,

J1 the course of ths movement and
countermovement in Flg.3 Is changed by free
choice, the progresaion of eteps changes 10 a
progressien of 'leapa’ (free cholce of elements).
The chronology of the sitvation 'deviates from
strlct symmetry and changes according fo the
movement through space and time. The eerles of
lines sarving for visual articulation should be
thought of es shifted in space [Figs.2 and 31.'

cf. the 'recepilve process', the
space-time problem, p.357,

This local change of position in Ghess leads to the
jallowing analysls of movement [5]:

The propartions of the lines charactarlee the
varying progress of the movement; the infervals
indicate the measure of time.

iFach progreasion results in a spatial factor?

'"The mavemaent takes on a deflnite character [6)
whan the bagic design Is both vislble and
locally defined as the measure of

structural repetition’ [7].

‘In a pictorial reprasentation of progressiondn

two diractions, the movement, despite its agitailon,
achleves balance; where the valuea ara

equal it comes to A stand st

In Chess there Is a vlsual division given, while
in Superchess |t ahould he thought of as the
besis of measurement or function,

Gf. on the analysls of motlon: Movement and
countermovement, treated as a dualkty, p.16.
The dimenslonal concepts:

Lina = what can be measured
tone value = guestions of weight
colour = uality

Towards a theory oflorm-production, p.86.

219

Progression —————fm=




In the use of measure and weight: This new structure is one step higher.
{ts unit is one plus two:1 + 2.

In terms of L 4 L1 L 11 |
measute

Or this sfructure;

In terms of
weight

The two structures (Figs.! and 2) are exactly alike if we compare their numerical expregsion.
The difference lles only in the choice of pictorial elements. The first structure makes
use only of a *single unit of distance’ and fa double unit of distance’ (quﬁ'hﬂties) as mea-
auraments; the second makas use of the weights light and dark (q'ualities) [2 and 3].
Measure on ane slda, weight on the other, one might also say.! Qr in one case a force
which does the Incraased waork 2 without extra straln, simply by faking twice as long;
and in the other case, a force which works towards its higher goal by doubling its energy.?
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T+2+1+2+14+2+1+2+14+2+1+2

represented in numbers

P24+ 241+ 2+ 14251 +2 4142

represented in numbers

"The original version of thls sentence had
'quantities' and 'qualitize’, Klew crossed them oul
In panell and substituted 'measures” and
"welghts', Thls accounts for the repeiition of
'measure’ and 'welight'.

“The concepta 0f measura and welght and thelr
movemants: ‘Movemnants of measure: broadening-
narrowing, expanslon-contraction, Movemsnts of
weight: thinning=thickening, stretehing-tightening.
"Theorem: Welght is the degres of denslty of an
element compared with another alement. The rule
18: extension and contraction of tone value
connedted with meesure, the enlargement and
dimlnutlion of surfaze contant. (CF. p.235.)

s e L —

'Klee to his students: 'l often count withaut
notlcing it during my work, n my subconscious so
io speak. Rotationally*

Wishing to attach a hook to a picture frame, | measure the top mosat carefully o find the
centre. | fix my hook exactly in the centre and feel sure that everything will be all right.
Butin the end my picture slants. Why does it slant? Because the wood is not of the same
denslty throughout, or perhaps hacause the glass is thicker and heavier on one side.
In short, | have made the mistake of measuring rather than weighing. In another case
[ wish to cut a long wooden pole exactly in two. it seems to me that the simplest way is
to balance the pole on something with a knife-sharp edge. Delighted at my cleverness,
| cheerfully apply my saw. The result: two parts of entirely different length. How so?
Here again the wood must have been uneven in thlckness and weight, and | have made
the mistake of welghing rather than measuring.

S0 we have measure on the one hand, weight on the other. | return to our two structures
that we have called ons step higher, and consider the numerical series that is common
to them:

1+2414+2414+2+1+ 2etc.

Meothing changes in this series if |

represent it like thls: T+2)4- (1 +22+ 01 +2)+ (1 + 2) ete,

And this too will be the same: 3+3+3+3

and this Is a regular repetition of a kind of unit (made up of three parts), hence a pure
structural matter.
The following diagram gives a picture of this algebraic manceuvre:!

Thus3+3+3+ 2+ 3=I+14 1+ 1+ |. The Roman one stands for a higher unit
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1837/R 1: Superchess. Oil.
(Euvre catalogue: ‘fber Schach’ (About chess)
inatead of ‘Uberschach’. Analysis, p. 224,

firat dimension
verllcal sums
walght of the strips)

M 104112104 11+
A

10 waw

Weight structure in two dimensions

second dimenslgn
heotizental sums
» {welght of the strlps)

The chess-hoard. If we expand Fig.d, p.220 (weight structure) in two dJmensmns the
vertical sum of flelds [1] is:

11104+ 114+ 10 + 114+ 10 = (i1 + 10) + (11 + 10) + (11 + 10) =

274+ 21 +21 =141+ lete.

The horizontal sums present the same plcture, that is, 14141 etc, in a horizontal direc-

tion [2].
!1 '2|1 2|1 2[1 2|‘| 2|1 2’1 2'1 2,

Two values of different weight added to form a rhythm which when repeatad produces
a diegram of linear fwo-part time [4].

Extended in two dimensions in the simplest synthetic order, the diagram bacomes a
chess-board:

The two dimensions combined (the actions In Figs.1 and 2} [3].

LY
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1 Analysis of movement in cornectlon with

*Tha basic predynamic farm by which to appralae
1937/R 1: Superchess, . 222,

the direction of movemaent and determina it

a nalure as increass {trascoando) or decreasa
. Light-dark movement [1]: (decrescendol. [8, 9]
(a) Propression towards a primary contrash
Black base, *With a chenge in the relatlon between progressive |
LN Prngressmn towards two secondary contrasts. intervals, the progressien no longer advances
b The arey base In the middle Is the norm, ) T
in ateps but in jumps. (free choice of
{cy Proarasslon iowards & primary eontrast. elements),' I8, 9]
Whie basa, '
€ Regularly stapped movement from white to * .
: black and back again {'light~-dark movement on ¥ :
i 2 slatic surlace') [2].
O White base @ Gray hase ® Black base :
! The indlvidually sfructured movament from lght to Frogression A1 ! L
i » dark {lrregular and displaced base planes) [31. = !
) 7 2 L) Y=
W 'Even structure makes for continulty without . 1 =g squars a
progrezsion and without the stimulus of increase as the rapular
L}
ot dacraage. The Individual 1orms at any rate, are surlace unit.
motlenless, | myself go forward, but Rogroasion ™
despite thelr multiplicity the resultlng forms are '
v unproductive. Regularly measured multiplication ]
// is stagnant.' [4],
o
» In principie, & new dimenslon of movement |s
—— v

added to the simple movements of measure and “

3 5 tonality from left 1o right and back again i
. - i
/// {displacement and change) [5]. Summary: . !
- The movements in the dimenalions *left-right’, |

/ ‘top-bottom’, 'before—hehind’ are measured ‘ :
simullaneously In several dimanstone by the local . iii

L 4

3

—

" A *The croasing of light and dark: progressive norm. The structural parts diflar in measure . . i

——e mavement from left to right (horizantaly and (quantitatlvely) and tn colour {qualltatively). ; 1'
progressive mavement from bottom to fop : Structural parts In uliramarine and red serve 1o 9 |

tverfical)’ [6]. stress the diagonals, increasing and decreaalng ﬂ‘

: towards the cenire of the plana. Visible ik
!_ mobility arices in rolatlon to the quantity and
L . quality of the energies, 'The centres of the [

; propgressive parts are In\ulﬁvely established In such
a way that the progressive movament persists

1rom part to part.' The irregular measuras are fllled
Where the iwo structures are combined, the ; )
Fy ourt with progressive energy values. The organism

diagonal direction from lowar Iaft of Ita movement may be measured against the ;
1o upper right determines the path of i

h 4

L regular rhythmic structure 12 (black-whie) - the .[
- moverent [71 lowest link in the chain of devalepment (Fig.3, |
. 'This Is the path of Pl-lrilP .EQUETG& forms P.22%) - or, in other words: movement and Progression 7 and regreasion ] add up to the 10
: corresponding to the initial form. In thla case countermovement may be measursd by {or operate  diagonal cross [10]:
| subdivlelon in the direction of increase le posktive. "through”) the structural thythm of Chess. {The main directions, niven by the parts, :
1 y, Aready enough fo make up the mind of the {Gf. multi-dimensional contacts: "Towards a make this the symbol of |
L optimlst,' Theory .. ! p.BB.) spatlal dimensions.) !.
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The two directions add up to: Light and Heavy.

Light, considered by itsetf [[] [J [J [ Heavy, considered byitsell Il il Il W

oooo AENEN
oDy EEED
oooaa AEEEE

Cansequently this entire square breaks down horizontally and vertically into pairs of
neighbouring fields [1]. The result is a cluster of square units each having four parts
and a valus of six.

The combination of the two dimensicns preduces this cempaosite unit

/ or A single unit of Fig.1, whose value is 6.
= 3

The same spatial unit of a two-dimensicnal composite slx repeated. The repetition of
units is the hasis of the rhythmical beat [2].
- Mumerical representation of the six-part unit.

vilvilw 64+64+6 I+1+1 |
+ + +

¥i|wvi|vt| or 6646 or l+1+1 or | | 1
+ + +

Vi [V vt 6+6+86 T4+ Lo

This regular repetition of a higher unit is again characteristic of structurel form.
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'Crossed gul: ‘complementarity’

Nale in Appendix,

1 or [3] seen as whole { | |

A different view of this chess-board structure with stress on the diagonals gives us a
linear structure with two lines of different quality, which can be read reciprocally® as
& rhythm of four-part units [3]. These units take the form of squares standing on their
corners. In this way we might inventmore complex and highly captivating structural motifs.
Asg soon as any repetitive rhythm can he continued, its structural character is determined.

|+|+I+|l+|+i+l+'I-|-l+l+I+I+ etc,

3 units 4 units 5 units as structural
type

All these series of figures are suborganic in character, Parts can be laken away or added
without their rhythmic character, which is based on repetition, being changed. Thus
the structural character is dividual, i.e. divisible,
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Conceived as a mesh, this rhythm is at the same time structural {l.e. simply repetitive).

In linear terms - = hence

Linear varlants

N

./ _[

Further variations at wiil, by repeating compaesite units designed for the following kinds
of repetition: reversal, displacemsnt, reflaction, and rotation.

purely linear, without welght

;léikzzntre clearly h‘ J M{

Such rhythms cannot be said to have an organic character, Thls is evident from a glance
at the corresponding number series. Every organism is an individual, that is to say,
cannot be divided. In other werds, cne cannct take anything away without changing the
character of the whole, or in living creatures, without disturbing or even destroying the
tunction of the whaole. Nor can anything be added.

Qur series and complexes of numbers keep their individyal character,

it instead of 14+1+141 Instead of: 6+6 wewrite:6+64+6 or: 646+ 6+6
we write: 14141 + + + + + + + + +
or: 141+ 14141 816 B+6+6 6+6+646

+ + + + + + +

instead of: 3+3+3+3 ’ 64646 6484+ 646
we write: 34-3+3 : + + 4+ +
or: 343434343 6+64+64+6

We are easily reminded of the lower animals, consisting of only very few cells, ar of
the one-celled bacteria, which are only perceptible in the mass,

But there is also a great advaniage in this indifference of structural rhythms to indivi-
duality: they may easily be linked with an organie, individual whole, In such a way as to
support the character of the organism without apposing it in any way.

Thus they are suitable for putting life into thin areas of certain compositions; they have
long been known as wallpaper patterns: and they lend neutral animation to the covers of
books and portiolios.

Pure ornament is governed by primitive rhythmics (dividual or sometimes individual). it
has no rhythmic relation to the inner creative drives of man.
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h ]
r f Individual rhythms These cannot, on the other hand, be reduced to single or similar numbers, but inexorably j
! (individual structures) only to ratios N
!
. |.
!
suchas 2:3:5 i
or T:11:13:17 :
|
or a;b=b :(a + b), Geolden Section. |
Special case of dissymmetry, the Golden Section: 3:5=5:8 8:13=13:21
i 5
; -
—
5
5 : B
' RN 60T Ww ‘
T e : )
: Lo e The smaller part is to the larger parf as the larger to the whole: a :b = b: {(a + b).
: bty Jke
I B I 13 I at l i
. D e AT \/ I|
i o T—— ppartelt oot |
o J;T}-‘i.’rf'f'r‘:if """' [
rersa IR :
' ! ) 1y Examples of 'dividual structural rhythms' g
A ! ’ (characterised by rapetition) and ‘Indivicual ~ |,
structures’, 'In part organically handled, so that Lo bovenvenneebirorr o b e ool [
ane supports the other.’ The accentuation of s 3 ‘ 3
. _ . L R particuiar detalls gives rlse to individual structures, I ! " Ll ; LE] | !
; — T T ComTmemem T n e oo In the present examples, individualization is \ 8:13 : 8:13 ) :
| achioved through linesr accent ar with squares 1 ' 1 ! |
'/’ of calour, In the 'combination of structural and
i individual rhythma' the nact degree of rhythm ts
reached by the fintimate fusion of Individual and i
' airucture’ (an organic union of ihe iwo). The 1 . . i
: dndividual structure’ ia born. In a rhythmic individual whole, based on the Golden Section, the composite unit1=8 : 13 3
: For example: the fish. is repeated. ii:
|
. i
i 230 231 I
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1932/s 2: Cily Castle of KR, Qil. "
C{. analysis of movement, p.234.

The dividual sfructural characterlstics {normative
units or basic form) alternate with the higher
units individualised by movement,

1. ‘Constructive study of
extensions of arce. (F and Fy
are centres of circles, drawn -
on the margins of whole
numbers)’

2. '‘Point structure of 1'

3. 'Free structural variation on
the theme (freely selected
movements based on the
constructive principles of
1 and 2)'
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Analysis of movement in 1932{3 2:
Chly Casile of KR, p. 232,

‘Basgic design - this is the stage preceding
movement [11. A simple principal
movement or angular mavement.' [2].

“Twofold principal movemeni' [31

“Twofold principal movement' [4],

Linear analysis of a part of Cily Castla of KR,
Sean in terms of ground-plan or zlevation [5].
Spatial expansion through movement [4].

The structural ¢cherecters are rhythmlicelly joined
Inte an Indlvidual whole. Structural unlts with
two-dimenalonal emphasls alternate with others
projected Into space.

1The movement of fhe subdivisions ia organically
related to the principal movernenta.’

The movement in space and fime s Individual

In nature end determines the supra-thythmieal
character. "Try to achléve the greatest posaible
mevement with the least pasalble means
{sconomy of meany obtalnad by rapetition ofa
limitad number of simpie structural
characteristica).

1927/w 7: Haratony of ihe souihern flora.
Watercolour [1].

1827/w 1; Thoinas R.'s couniry house,
Watercoloyr [2],

192T/w 2: Skatification sets im Watarcolour [9].

Maes, wolght and their movements

The picture plane with mavement
intens|fied. Dividual-individual symhesls of
measure and weight,

“The norm fg the usual state (state of rest)’. [1, p.234].
The notion of the norm proyld+s a solid basis en
which to canalder the aclion In the picture as a
whole and in Ite parfa,

‘Starting from the norm, ireely chosen sleps are
taken, leading to irregularity.’

Ampliflcatlons are achievad by mavements

whieh lead to modulation ol tha strictly normal
formats {and norna), By expanding or contracting
mavements of measure and welght (density and
extension). The diraction of movemant may be
qgenarally prograssive or reoreasive.

[1]1 'The movement fs unequlvocal when,

amaeng other 1hiﬁgs, the baeie deslan

iz both percoplible and locally defined.’ The
movement grows tand Iz measurable) in relation to
the alher, fixod dimengion. Tha mavement in the
realmes ol tonality and colour is based on
halanced maeses. Indlvidyal eolour acilgng
contrast with the dividual representation of
measurement. Stalic measurement - Intensity of
colour movement, ‘The colour actlans advance
rhythmically or pelyphonically. Keap the harmony
lively, The rine and fall atart from polnts of
climax. |n the vibrani dynamic realm, In the

realm of spiritualily, of the compiste clrcla and
whole movement, where pure colours make their
home, strong colour is tha most powerful of
paychic enetgios.’

Mavement and countermovement throughout the
colaur plane lead to balanced mavement, ‘An
oechlating movement an the cofour circle: hither,
1hither, striving outward, returning home.
Uninterrupted movement stands higher than
direction.”

The basic measure {static) and the dynamic
diecharge of tension are treated as
complemantaties in the realm of qualily or colour,
‘Here one thing is parcelved acutely: the
distritrutien of roles.!

1927w T Harmony of the southern flora.
Watergelour.

{Synihesis ol dividual planar measure and
Individug! colour = guality.)

Simllar colour action In:

1987/E 4! Harmony of the norifiera flora, Qil, p.508,
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1938H 20: Qriental-sweet, QIl,
Colour reproduction In Grahmann, p.331.

* Cf. the paripheral colour movements, p.485.

[2] ‘Qn the basis of symmelry, it

may be inferrad that there has heen a pragressive
contraction which has changed the

dimenslons of aquares criglnally of

equal slzg. Assuming that the wholg, taken flald
by field, contained equal quantitlea of colour, the
colour diminishes whan the dimensions are
increased, and Increasee when they arg
diminighed. Az a rasult, the large felds are thin,
the small ones dense in colour,

Simple 2nd complicated movements sean as
increase and decrease of measure and welght,
Cangruence ol measure and welght reaulis

in balance,

*Congruence of measure and weight should be
taken to mean that the highest density occurs on
the smallesi surface. Large surfaces reduce the
dengity, lighten 1he weight of the plven area, and
gompensate for the reduced weighi by an {ncrease
In surface measuremant. Thus balence prevalls.
Theotam: Welght is the degroe of density ol one
element as apainst anolher,’

Yhere the plcture plane is moblle, there Is a
change in the regular projective relatlans,
corrgsponding to the greater mobijlity of the

basic preportions,

1927w 1: Thomes R.'s covntey house, Watarcolour.
(Simultaneous horizental and vertical projection.)

f3] *The dynamic is in the action. it mavas In, it Is
not static heing, but actian. Using normal

maans, through articulation, or movement,

it is possible to capture the unigue. There is

an grganic conngction betwaen the wan
movement and itg subdivisions of mavement,
Once you know what hes stood fast and what
has moved, the patiern is clear.

‘Principal lpseon: accented factors take
precedence over unaccented factors.' ! the

static relalions are dynamically labilised, they
lose some of their fixily ol place. Movement takes
the foreground, Mavement and countermovement
became meore and maore intertwined or intermeshed
with the |nterpenetration of horlzontals. Pressura
and counterpreesuie bring dislocation,

1927/w 2; Strafificaiion sets In, Watercolour,

€[, Struchure with mobHe base relations, p.252,
Warping ol horizentala, p.311, and the relation

of fall to strata, p.414,
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1929/s B: Ofd man recioning, Engraving,

The cenfral opposition
Dividual-Individual!

'Note by Klae:

'Structure: The questien of the articulation,
natural or otherwise, of matter. (Arranpement of the
atoms in the malecule of a compound, expresaed
by the structural formula.)

Styla: The questlon of the iraces of the diversa
manual movements. Where did these fraces
become vialble?

Rhythm: The quesiion of whether 2 number such
as 29r 3 {or possibly 1), 4{as 24+ Q) ar §

(as 2 + 2 + 0 is repoated as the subdivislon of a
unit. i s0, we have riiythm.

Plvidual structure: The guestion of indeterminate
extension ol the units {(dividual = divisible).
Individyal structure is present when the

concept is positively stated.’

e
e

The question as to whether a thing is dividual or individual is decided by the criterion of :|'g
indeflnlte extenslon ot definite measure. For whata there is indefinite extension, arbitrary
divislons can bs mads without changing the structural style. But where an individual has
definite measurg, nothing can be added or subtracted without changing it Into another
individual,

Symbol of dividuality: The structural as indeterminate number. The element may be
elther line {measurament) or tone value {weight).

a+a+a+a+a+at+ata+ata

indsterminate, dividual

Symbel of individuality: nothing is repeated, every unit is different from every other [1].
Indeterminate number, with individual stress (e.g. by difference in colour) [2].
Megative stress on the individual (gaps, elimination), Negative whole [3]. -

Additional possibility: positive and negatlve combined,
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1933/E 13: World hrarbouwr. Paste and pigment
on paper,

Dividuality - Individuality

Dividuality: Individuality: determinate extension

indeterminate extension
of a two-part unit

! L
T |

1
1

Rhythmic rapatition, dlvidual

Rhythmic repatition '2°, 1 2
heavy-light, dividual | l-l l_l |_| | I |""I g I | I
Rhythmle repatition, '5', dividual

N N R R

VT TO T U T e T W
—— 1 1 ] bl b— —
1 1 1 1 1

Foudoile it e

2 31 2 31 2 31 2 31 2 3

Two=part rhythmic unit, dividual

Three-part rhythmic unit, dividual, Qualitative accents rhythm based on weight.

"
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1024132: Hisragiyphic water plants, Watercolour.

Examples:

1924/188 ARA: Coofness in a froplcal garden,
Watercolour. Grehmann, p.394,

1825/8: Yast (Harbour af rases), Watercolour,
1628)3 4: Gordening, Pen-and-ink.

1628/R 1: Small units in layers. Watercolour,
4829/UE 9: Movemnents in siuices. Pen-and-Ink

Other pessibilities of dividual structure

Liquid above m ﬂ

Bending WVWWWWWM

Broaking  ANAAAAANSAANANNA

The mode of treatment depends on our feeling about the obstacles we are facing: are
they hard or soft?

Combination of the two aggregate IWWWVW .
states solid and ligquid . ’PW

solld hefow Y Light murmur above, hard ring bslow

Slightly obstructed flow B W L P NP W N
as of wator over pebbles ATA A AT A ATATATTAT A

Repetitive accent on units made up of higher and lower parts

‘Gaseaus’,
a reflnement of liguid
{evaporation). ‘Cloudy’

24
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1940]F 13: Centipeda in an enclosure,
Pastal on cotton.

Examples:

1926/c 51 Figure wrlting, Pen-and-Ink. Gledion, p.93.
1930/k 2: Afflicted cffy. Gil. Golour reprodustion,
Gladlon, p.138.

1938/6: Animale in an enclosure, Colaur,
Grohmann, p.309,

18407g 14 Enclosure for pachyderms. Ol

on burlap.

1840/ From Klee's estate: (Caplive), Qll,
Grohmann, p.308.

Structural types summarised

A small significant number keeps telling us that any division would destroy the character

The two siructural types

dividual and indlvidual cofmbined

B ey UL e

Formation of a higher intermediate unit by the overlapping of primary units.

3 = intermediate units

Change of structural character
coinciding with a
higher articulation

Formation of intermediate
units by structuraf averlapping
or interpenetration
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Fundamental possibilities of movement with dividual-individual structure
Types and directions of movement ]
Symmetry is repeated. Linear-active, planar-passive, same measurement and direction, ‘
Dividual, one-dimensional (purely linear) [1]. '
—-——.—..._.._...’ ;
———
—lp |
— I
1 — ata+a+atatatatatatat etc :
LA IR S B T D R R B . .
-y > Alternating heavy and light in
one direction [2] ;
—_— e ;
i ] Progressive changs, :
> 848 7 . ’ increase or decrease [3].
9 M+ 4 - | a+2a+3a+4a+5a+6a+7a+8a+9a etc. ,
» < 4 SO N W T VRS T NN S N N S N , ) .
) N F—r—r—t——t—t—t+——F—+—1—® Shifted or reverse direction, equal
M L v ——t—p—t+——+—t+—+——— 4¢— intervals, there and pack [4],
Ll -
< " /|
- L i
i +—+ i —i +— . '
—_— — — — , b or alternating [5] !
‘__._...__
b —t +—t — 4—
L b t t T .1 } 'i_b ‘
Movement and countermovement.
HH——— £ } -|—p Progressionin two directions, ‘
based on progressive change. :
6 ]
: : p———+—++Hi «— Toandfro 6] |
«~o>
<> )
——r—> 7 Even or uneven movement, measured from a fixed limit (structural change), from an
<> accented centre, or from the boundary of an individual unit [7].
—>e— '
1928/N 6: A page from the cily recards,
oil.
O/ 19071K 102 Pastoral (Rhythms. O g Another possibility: movement from the inside out or from the outside in [8].
;rghmann p'w:; oral {Rythms). Ol The whole is in movement, tending towards total fulfilment.
' 244 245
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Number; indeterminate, dividual srdrianie Rhythm and dividual structure : HERRBaaE 4- . '
(A special case of rhythm: er e nean i ) S | g
‘onel onel onel onel’) R !. R_h}"thmm and AAANAAS Rhythmic individual, + 4 4 Sub-rhythmic it
irs e baes ; dividual individual '5° individual i
SASHMES + ’ |

Determinate, 1111 |
individual or rhythmic 111 ' |

Indeterminate number, dividual General structural concepts: The concepts of change, uniformity, multiplication,

and displacement are general structural concepts that apply both to dividual and in-
dividual forms. Certaln activities nroduce very definite structural forms which can eb-
servably become Individuals. The individual is paramount. It Is the higher structura)
character, even if it takes up less room. In this case [ts superiority lies in the quality or

|

f intensity of its special character, even if it seems limited in extension and Inferior in
Datarminate number, individual : r'“-m-r-*-“]i posltion,

H " .

E } ] One brick en two bricks. The wall is a horizontal strip with alternate displacement of

wonerammame FOWS by half a unit.

Frea synthesis with change
of structure

— 1st hali d: 2nd half f 1st half T -] 2ndhalf
! i—, i |

measura L measure measure measure o

Bricklaying — a double three-part rhythm (six-part time). ; l

Criteria: The juxtaposition of [lke and uniike parts. Uniformity: |ike forms, Changa:

Here two independent concepts meet: ‘rhythm' and the distinction between dividual
and individual structure.

By way of clarification: the concepts are mutually independent in so far as both dividual
and individual formations can be rhythmic. Both can be rhythmic if their strucfurs is based
on one of the numbers two, threa, or four. It can also be a recurrence ot a“pure unit, or it
can be based on five. Or it may be based on 6, 8, 9, 12, if these higher numbers show
distinct caesuras indicating 2, 3 or 4.

The repetition of a composite unit is purely rhythmic; its subdivisions correspond In
principle to the numbers 2,3, 4{(=2 X 2, 5and 6 (=3 X 2ot 2 x 3),
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Cf. 19271l 11 Arfificial rock. DI, Grohmann, p.398.

varying forms or the [nterpenetration of different forms.

The characters may be more or [ess independent of one another. Crucial are the posi-
tienal relations between the units. Quantity determines the structural impression. The
larger number, 'major’, as an indeterminate number of structural units, constitutes the
norm. ‘Minor’, the smaller, detarminate number, appears as its opposite and tends
towards individuality. ‘"Major-minor' are related in the same way as active-passive,
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1834/L B: With fhe wheel. Colour,

1 Taking the primary colours as an
pxampla: 1=yeallow, 2=rad, 3=klue,

Progresslve rows mean a change of pasition,
Even or uneven movementon the plane

{cf. the lingar norms of motfon p.245).
Experiments using the smallast

possible amount of means.

See 1332/s 2: CHy Castle of KR, p.232,

2 Accentuadion of colour or tone valye,
The major as predaminating colour, The
minor krought out by means of contrast.

Organisation of structural characters. Decrease and Increase of composite units.

The linear expression of structural ideas is not the only cne. Planar formations can also
be exprassed in tonalities or colours, which may also serve to make the parts work towards
the whoie[*

Square structuring can be
accomplished in colour with
two elements

Where planar units meetin aline
a change of element is necessary.
Where plarar units touch in a point
no change of element is necessary

The path to tha individua! frem the confusing multiplicity of dividual units: certaln units
are accented and thus hecome dominant? This leads to an organisation in which In-
dependent units are combined. The minor structure becomes truly individual In the
figurative sense when its parts take on a character beyond the rhythm.

.‘
] H -
Simple higher structures WLt
combined with rhythmic pattern / _

249
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Basic possibilities
of structural farmation
(linear-medial = planar-madial):

Uniformity

Altarnation

Progressive change
1924/128: Wural. Tempera on canvas,

‘The guestion aer to what la dlvldual and what is
Individunl Implies the existence ol a relation.
A fleld 1 delimited (a line here end & line fhere).
The eroanisation becomes truly individual in the
figurafive sense when |ts parts take on a
character heyend rhythm,'
A ‘composle unlt’ embodiss prograssive
) rhythmlic change: "'movement in long and short

- steps, dlsplacement, variation, unifermity, reversal,

’ increase, decrease ol the structural elemanls’,
Mural shows g aynthesia of dividual and individual
structuring. {'Planar effect with different types of
linear progression.’y This highar unit leads fo the From the inside out
problems of proportion, or from the outside in
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Rhythmic structuring with flexible base. The spatial relationships between units:
the questlon is, how do the units relate to each other and how can they be reprgsented
on aflexible base? -

Figure on static base,
Constructive foundation

Regular grid and figure,
regular division as the norm

The grid lines
are somewhat displaced.
This is what happens to the figure

The grid lines are stretched and
squeezed info & perfect tangle.
This is what happens to the figure

252

Surface measuremanis

{with regular and Irregular divlglon).

Flat: two-dimensional.

Broken - planar angles; three-dimansional.
Bent - sphsrical on top: three-dimensional,
Brokan on petiphery, a.g. the tep of a cube or
sphere! three-dimeansional.

ICf. 1934(19: Mounilain gorge, p.361.

"Soms of the forms move sutward, some inward.”"
Rhythmic structuring with simultaneous

projection ol base and alevation.

Note in Appendix.

Irregular projection on an uneven plane. Attempt to produce a rhythmically distorted
structure while preserving regularity.
(Conversion by controfled change of proportion.)-

Rhythmically interpenetrating 1
structure on a constructive hase.

1934/T 19: Model 106 (amplified).
Gouache [1] .

Irregular projecticn on an unevan
surface. Where the base is flexible
the regular projective relationships
are modified (puiled out of shape)
In proportion to the distortion of
the hase [2]t ’

==

Projection on an uneven surface.
Change of inner and outer farms.

A certaln rhythmic structure is added.
Linear analysia from

1940/N 14: Churches[3].2 (CF. p.104)

[rregular projection with highly
maobile (perhaps fluld) base [4)
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1840)8 20 Mocnfain game, Gouacha, .
CF 1940)W 14; Churches, p 194

and 1840/N 13: Doubfe. Gouache.

Colour reproduction in Grohmann, p.253.

Increase In movement produces more fluld
relatiens, e.g. in water or In air, the ideal
dynamic media.

Flat projection: illustration on regular base 1-25 [1},
[rregular projection on uneven surface (1-25), 'pulled out of shape’
by changes in the ground structure [2].
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Discusslon of the central antithes|s: Dividual-Individua!

. ¥k Kk
5 AKX
/ \ . . *  Macroscopic: * }( x% X

A flower seen as three paris or as
seven parts
individual,
indivisible, i.e.
the number cannot be
changed without changing
the character

00 voo0gagogn
Q00Coope o0
Qtceggpooan

M v oQ 00000 [ f
seopic oeeo Intarmediate
Microscop CC 000000000

P e

Macroscopic:

Microscopic: By division \l/

The material structure new structures The meadow with many
of a flower, structural. flowers, general. Division
Division here and there ‘ /I\ here and there does not

produce a crucial change,

produces no essential < ]
hence divisible, dividual

changs in character,

Change not eruclal, hence By diminution

divisible, dividual new structures >’< >< | ///
!. | _ By increase >K % X D‘q :
_ : new structures hence indivisible or individual i

1920{100: Flowers in 2 whaalfleld, Pen-and-ink,
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1939/ K 9: Group of eleven,

Fagte and pigment on wrapping papar
CF. 1830)c B: Singers. Watarcolour,
Grahmann, p.294,

Lower and higher Individuals Rhythmic-individual
one-two
with equal stress

In thythmie individuals <><><>
one unit is

perceptibly repeated. ¢ &

Uniform, three parts m
Rhythmie Individuals :
repaated in fwo parts with N%

composite unit —
) 1 1 1
Two parts disparate, —

no longer rhythmic because E] @ W
there Is no repetition . .

Three parts disparate, b
beyond rirythm SOX D [a]
Two- and three- part MA\

composite
'Two-part or three-part unit |, repsatad. rhythmic individuals 12
Characterigtic: repetition, ) i ] 1 I i 1

1 1

The smallest individuals are the simple rhythmic anes, then came the composite rhythntic
ones, and finally those that are not rhythmic (individual) or those that are beyond rhythm,
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Dividual-Individuat synthesis L. Means:
o Lttt Accanted or
- LN - - .
A unaccented line.
R e M Individual characterised
Combinetion of two structures: ! Vet ateyt ! ndividual characierise
] . - 1 . .
Individual ‘& ' . '5 ;e . -: by ahift of position
(accented by use of different colour) P
ot o " C
L . .0. .
b o
t
o g
c £ - 22
s c o C -E =
E 3 T2 > N
g™ E5 g N
w e
2 T L w =
o @ 5 P L S
— o =] = &
= o =
= E = E £ E e
= 3 2 3 =3
£ Z [ nZ o
1 3 S — Examples af dividual-individual eynthesis:
1929(c 8 Hufs, p.25.
19290 4! Tha chiff, p.102,
;—-.—.j—__. J . 1929/m 7! Church and castle, p.138.
T | 1929/m 3. Evening fn Egypt, p.148,
e - 1929/ 21 Jn the currgnt of six crescendos, p.212.
- T 1929/e B O man reckoning, p.23.
— Analysis and synthesis, shown separately-In
stages [21.
Example of synthes!s,
Linzar analysls from 1929/m 10: Moauneat on the
—— frontier of the fruit country, Watercolour [1].
Note In appendix.
Means of representation: Combination of possibilitisas o
individual - dividual
accented lines - unaccented lines
tone value - lines
colour - tone value
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'‘Polyphony: the teaching
of harmaony.!

The formation of organs with regard to their interaction in ferming a whale

Individual
proportion

T gasecus

dlviduat
atructural
proportion

Three-part poiyphony

f
R

I T
1

e

.
s ==ss=aOEil
i
=
SEE=Tr]
1

[
|

The usual cycle
(e.q. the water cycla)

L saiid
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Analysis of the Independent voices:

One coloured voice [1].
OCne voice subdivided

close-drawn horizental lines [2].

One voice subdivided
vertical |ines [3].




1935/L 18; Oslerfafious defence. Colour.!

Klea to lhis students:

'"Within the will to shatractian somathing
appears that has nothing to do with objective
reality. Frea assoclation supplies a key to the
fantasy and farmal significance of a plcturs.
Yeat thia world of illuglen is credible, itis
situated in the realm of the human.'

1CH the exercise on p.292; A composition made up
of L individual and [l. structural rhythms. They
must support each other In an organie whiola,

Linear analysie from a structural cemposition. The
paris work together In a way that suggests the
mulidimensional simultanety of architecton e
olements. Analysis from 1824/127:

Structural composition, Colour drawing.

€/. the palyphanlc interpenetration of plan and
elevatlon: 1924/128; Siruciurar 17, Gouache,
Giedion, p.118 (synthesis of permuted squares
Inthe ground plan and o} the yertical strurcture),

Structures In elevation, in part

franeparent:

1227/2: Befiagged city. Watercolour, Colaur
reproducticn In Dokumentarmappe
Rieo-Geseilschaft, Bentel!, Berne 1849,

1888/c 9: Concert hafl. Watercolour. Groh mann
p.30d,
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The relation between the individual and the dividual belonging to it. In the higher
unit the limit of the perceptible is always reached. Perceptibility does not go bayond
thig limit, but remains within the perceptible whole, entering into its parts, its dividual
rhythms. Thus the lower is always the dividual

For example, the flsh seen as an individual, breaks down into head, body, tail, and fins [1].
Seen dividually it breaks down into scales and the structure of the fins [2]

The individual propertion is determined by the relation between 1, 2, and 3 and cannot
be essentially changed: in any ease, nothing can be omitted. A few scales may he missing
from the body, but we cannot do without the head, the eye, or any of the fins [3].

The dividual structure of this fish is variable in so far as it matlers much less whether
it has 320 or 350 scales than whether or not it has a head. Thus the distinction bhetween
dividual and individual involves a value jJudgment.

| .

But is the fish always an individual? No, not when it occurs in large numbers, not when
'it's teeming with fish’, as the saying goes [4].

Fish with scales

‘divid gal = Jower, divlgible structural unit.
individual = higher, indlvisible unit,

Pond with figh

When it's teeming with fish, we have not one fish but many, we have a fish-pond or an
aquarium [4, 5] '
In this other fish-tank | must neither add ner subtract anything [6].

OcOJooooonon

— -~

Exhibition of fish-tanks: many fish-tanks, arranged rhythmically, a cubical tank alter-
nating with a spherical bowl [7].

The langer and more indefintte the series, the easier it is to add or subtract a few
without making any essential change in the exhibit. In the same sense | can line up series
of concepts {a.g. sound, syllabla, ward, sentence, etc.)
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individual antd corresponding dividual

trunk woaod, fibras, wrinkles in the bark
tree leaves, branches, twigs

forest tree

forest reglon

particular forest

it depends on the way the zone is bounded (where the lines fall). For in every case we are

dealing wlth a relationship.

Time divigion {pendular)

individual and corresponding dividual

second ?

minute second

hour minute, second

day hour, minute, second

week day, hour, minute, second

month week, day, hour, minute, second

year month, week, day, hour, minute, secend

generation, century
millennium

gseological paricds
and s on down to eons

year, month, week, day, hour, minute,
second

century, year, month, week, day,
hour, minute, second

The concepts lower (or dividual) and highet (or Indlvidual} are not absolute but mutually
dependent; when 1 broaden the conceptual field, | create a higher perceptible whole.
It Is good that in the courss of time a certain elasticity has been ﬁchleve‘d in regard to

limits.

It has brought with it a certain relativity of division, which is a safeguard againstabsurdity,
But in art we must eliminate this relativity by defining the scene of action with fixed

limits.
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12 hours — 1 day

Tdays — 1 week

6 manths - § year

Jyears - afc.

Diflerent time cycles on the hasis of combined
divlalons within the circle. Growih through
space and time (genetlcally fram the inside out)
‘What takes more time ragulras mote space.’

fRhythms and rhythmic structures

Another example of gualitative accent: Pepllec.
The aame unit with changing thythmic emphasle,

Woa can perceive rhythm with three senses at once, First we can hear it, secondly see it,
thirdly feel it in our muscles. This is what gives it such power over our organism.
The lowest rhvthmical units:

Temporal 2 1 | Variantd | | I Variant5 1 | | I 1
3 111 il od — —

5 11111 Marianté 1 1 11 1 | or I 1 [ |

| e L s 4

Point of departure: the execution of acoustic rhythms by tapping with changing empha-
ses. From guantitative expression without accent to gualitative with accent,

Basiz No. 1 ' I (NN S T T D T S T B | Without aceent
BasisNo.2 & 1t 01 f 0 v v t & P 0 t bt With changing accents
Basis No. 3 I T N N R T T T S

BasisNo.4 B 4 4 o« & ¢ ¢ ¢ 0 1 11 8

BasisNo.5 X 1 1 v 4 B v ete By B
NN N FEE FEEE ORI
 ERNEN RRETE SFETE R

BaslsMo.6 R 3Bty Bupr v B
I"I"I""1l|"fll
bbb bl oo

fco}; A A
/@M-jwm"?fgf:ﬁ‘i‘
lr.o?ﬁ

Q|fa
/Q,*a'é' pa)w'ﬁﬂ?aﬁd
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Human rhythms W Rhythms in nature =~ Structural rhythms in stanza form
1 & ;,é p i
Man breathes in and out : .
/ a6 0 l
A breath: in, out {one, fwo) $'h f i / &/ r(fm Jeres :I
! .
] ; /,HI i 1R planar arrangement [1] ;_"': a vellow

1 reprezentad numerically [2]* ) A v A AVA — o — yﬂw Eli‘: Yﬁw

. . blue  yellow hblue
rm — —_
The rhythm of walking. .,ﬂ _ Stanza form [3] \/ A \./ vv — — — -~
Dividual rhythm when the walk is of ,&V’" / / : blua

: i t on colour [4] ~— —
some [ength, / \ with the accen V .
The human trail, ‘% ‘?-\\ \ L . .

e.g. footprints in the snow

In the pictorial realm the advance of :
time brings with It a movement

of the picture plana.
Made intc measuras, a simple i Further translations into the pictorial realm

rhythm of movement

Physiological analysis of the
blood circulation

linear points « v " 0 e lineg, linear

L] » E ] L] -
planar points " s 0 0 s parallel-linear, planar AAANANY N

planes, rhythmic “”"mmm"u = Iu"m}m .

"Fundamental distinclion: 'cosmie chythms* - 'Stryctural alternation of form or colour, L ) . . ) . Ji
{e.0. the esasons, day and night), a0, 1 = rad, 2 = yellow {with constructive The main characteristic of rhythm is the repetition of small groups with or without evident

‘arganic rhythma’, and ‘cultural rhythms’. choice nf colourl. division.

Purely liquid

Rhythms in nature.! Day and night
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‘ Cultural rhythms I am going to reach out In_m the fleld of music. Here the basic structure lies in the beat.
I The ear hears the beat more or jess subconsciously; but it is felt through the sound as
a structural framework aver which tha quantities and gualities of the musical Ideas move, !

The basic beats are two and thyee

. I
Two-part norm or two-part time ‘ }

Three-part norm or three-part time

A two-part measure with two-part
subdivision, or four-part time

\ .
i Variant of the two-part norm [

Variant of the two-part norm M
with three-part subdivision or
six-part time l

—
.
-
—
.
——y

Varlant on the three-part norm with | _p._J___}‘f_ y l.' N B - |
three-part subdivision or A ) '

nina-part time J

- Ji
Variant of four-part time with three-part |

1920741 : Rizyifimic landscape with trees. Oil. subdivigion of the quarters 1

Tha structural beat articulates the rhythm or twelve-part time . .

I
of the landscapa, :
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Woe can cbtain additional planar imagas of rhythm by watching a conductor.
We can learn from a quick glance at his baton.,

In four-part time he strikes the first beat l downward
the second upwerd to the left, W
“ the third from left to right, —_
‘I -
’ and the fourth upward fram the right \-—
to the starting point of the first beat. _. QB " The general picture is:

/
/
A
/
"'/"
.

- o Picture of four-part time with a view to the dynamic [1].

Which fits in admirably with the special qualities of verticals and haorizontals [2].

1937/N &: Forked sirucfures in four-perd fime ) | i
Gouache, : The picture of three-part ime is equally attractive [3, 4, 5]. i
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Among these cultural rhythms! the conductor's two-part time; the accented first beat ‘Note by Klee: 'manual rhythms'
appears as a downward vertical.

In the pictorial field, the passage of time brings with it a movement of the ground-plane

i

the movement of the conductor™s two-part time Is reversed.

Rigid ? f Y 1

—_—>

One-part time fluid. Two-part 'alla breve': Mozart, Don Giovanni. la this piece the rapld
tempo blurs the two-part division that appears on the paper, and rhythmically one only
feels the whole bars.

One-part time fluid

Two-pari time loosely connected

=t

\Cf, 194 0/88; wiih tire [hree (three-part iime),
watereolour. Giedlen, p.105.

Thrae-part measures loasely connactad

This is how the conductor beats three-part time?; ,

again the accentedfirst beat-is struck with corresponding amphasis, the horizontal is
less important, and the third is again more iike the first.

Variation with moving ground-plane

-
sy

Rigid

(=]
ha

T

Three- and four-part
time represented
schematically.
Possibility of coloured
polypheny
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| l\
Four-part ime with varying a I 18 trtp rincipal
—>3

2 d principal SubsidiaN\ '
\I parts

Variation with meving ground-piane
or progressive dlrection of motion

Flve-part time with varying accant
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Different expressions of six-part time

|l

Spatio-temporal movement with Zxa

moving ground-plane

|
| 1 |
1680/MN 3: Fighis with himself. Rigid (hard) 3x2 |
Pencll and watercolour [ V/V’/ @l/% /l// |
* q :
<

Fluid (soft) |
i 1
v ,

1827fe 2; Four salfboats. Oil. '

Articulation In varying times and types of mavemant i |

(spatio-temporal cambination of movaments). :‘

Planar-rhythmical unita on slightly moblle : [

araund plane with colour polyphony. ' Loassly connected (in two parts} !.!
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1887/0 1! Beride (eity hy the waler). Pon and Ink.

Constelletion with inner structure, Schematic
excerpl from the watercolour;
1928, T 4: Something frecr in rigid garb.

heavy light

'Crogged out: 'of the gualities’,

The limping rarities of five- and seven-part time are unevenly loaded two-beats:

243 or 3+2 (five) 3+ 4 or 443 (seven)

In representing rhythmic structure we take the quantifative view; absclute time measure-
ments are transposed into absolute linear measurements {quantitative rhythm) [1].
The disadvantage is that the units of rhythm (designated by bars) are not strictly defined
Ly linear measurements. '

Where is the bar? — t—, —
1
What do special symbols of this sort mean? | X [ ) F F : Cz,
L
2
‘f
J £ i 2 3 A
5. Tuitlshunr 3 bl Ahr e LUkt Jpbwn it

4 5

heavy medium light very heavy light heavy light

heavy

Theyindicate different degress of accent [2]. This points the way to another kind of picture
that will do more justice to thythmic structures and clearly bring out the quality of the
measures. It consists in representing the refations between emphases,' in treating the
rhythmic structures qualitatively (accented or dynamic rhythm) [3, 4, 5].
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The form of four-part time, gantly curved (factural rhythm)

282

Many beats in four-part time linked by
rhythmic connections
{Dynamisation of ihe factural rhythm)

e
g ¥
«nﬁ'%’gfé <X,

1936/1: Heroic siroles of the baw. Qll on Plaséer.
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The composer's ’ vé'
" potation on 5 lines

| ' oA, Rotiewiny BB M@#ﬁv a«{ § .

7 !
g 8 |
i — a
3 !
4F
Our notation transferred B T, "
to the keys of 3 octaves a:ﬂ/ : !
" ‘ :
,ﬁ”
I e
- |
e I
& !
I
b or
- 1 :
R wmhe v%o ?ﬁﬂﬁm_tg. m}{ e Joudtnfd dvoins, ) Al
il
| Structurs of the beat ’
qualitatlvely stressed C
4. fir des 3;-‘-@ wf qualt M%Mr
Purely quantitative @J ! :
sfructure of the beat N A : i
(.-.u. S‘l‘md@rdﬁﬁfﬁw Pone i staiti bl | |

On this foundation | ¢an now try to execute a musical theme pictorially, whether in one i
voice or polyphonically. )

| choose two bars of a three-part passage by Bach, and micro-copy it according to the [
following scheme [1]. i

Since music without dynamics sounds mechanical and expressionless, [ select qualitative

-
representation C and give the line more or Jess weight according to the fone quality, j
. ‘Example drom a three-part passage by Johann While the guantitative representation in B expresses itself in the vertical lines for bars |

o . ] ' 1

1827/D 8! S/ate quarry. Pen and Ink drawing. : abastlan Bach; folder attached to p,206, and parts of bars,
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Pencil drawing done on trip ta Egypt in
ihe winter of 1928-1929,

E_ Key of Fes-is mur

Rhythmic forms with many
parts, gently curved.
Factural rhythms
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Pictorlal example
after a three-part mevemant
by & 8. Bach (see pp. 285-287),




Detail fram 1834/N 6: A curlain is drawn,
Pencil drawing.

*Syncope: 'Guiting-together', i.e. rhythmic connec-
tion hetween two halves of a tone divided by bar, tha
shifting forward or backward of tones by half,

rarely by a quartar, of thalr value, wiih paralisl

shift of accent. In pictorial terma; shift of structural
thythm; the shifi between two structural values

|2 connectad or bridged over by a third

{hovering bridges).

A number of things may be' learned from the example of the three-part passage (folder),
which is an attempt o represent in simple picicrial form an object that is abstract and at
the same time compellingly real.

First we learn that such representation is possible. Next we perceive the vertical and hori-
zontal relations between the two or three ‘voices’. And we see how they are related in
raspect of ind lviduallsation. Sometimes two, sometimags three voices sound at once (and
there might be just ene). The two voices (second and third voices) of the first measure are
very different in individual guality. The lower one is clearly siructural in character while
the upper one is individual, Then the first volce comes in a litlle below the second, tries
to Jump over it, but does not succeed at first; only after the second voice has paused
for a moment, does the first become dominant. With the individual entrance of the-first
voice, the second voice is reduced to a structural character and takes a register in
harmonious contrast to tha third, which descends a little at this point, so forming an

arch beneath which moves the first, Individual voice. After a resigned pausse, the second -

runs parallel to the third. From the very start the third remains faithful to its structural
character, up to the point where the second begins to run paraliel to it: here we can
dlscern a timid attempt at individuality.

e

A glance at the quantities in the example (folder) also teachkes us that the differences of
measure are based on simple numbers near one another. f very small numbers were
related to very large ones in this example, it would mean that the music contained orna-
ments,

|4 i

Syncope:tempotally speaking: the accent is anticipated, moved from its normal position
to the preceding unaccented note.

Positionally: one or more dividing lines are bridged over by longer tones (hovering
bridges), '

which, when used frivolously, are called flourishes.
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1832/m 1: Plant hieroglyphics. Colour.
Cf. 1824132, Hieraglyphic waler planis, p.240,
Two- and three-part time as elastic blows
. Factural rhythms
? ¢ .
. - Two-dimensional plan of
three- and four-part time
g2
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1997/R5; The Rbine near Duisburg. Ol on card-
board.

Freely chosen rhythms in fragmentary arrangement
{with intewvuptions}. Dynamic shift of rigid

relations with free uas of plenar rhythme.
Individualiaation can be concelved in such a way
that several parts simultaneously riso o &
dominant position. The aceantuation ¢an be’
posltive ar negative, obtained by means of accenied
or unaccenlad Ilnes; it can be more ar lass
markedly positive or negative. Nagatlve accant

by means of elimination, gaps.' (Rhythme can

at the same time be rogarded as angular
movements.}

‘lDﬂTHU 11: View In red. Pastel

Dynamic shift of a static premise {lahile

palance ampiifying the etatlc balance}, Raciprocal
movemant with or without connection. Interaction
patween this slde and that slde of perpendicular
and centra leads fo a balanced movament.
"Where there are epen forms in 1he plcture space,
compromlse occurs’ Basic process: *‘Partially
constructive reproduction of relatlonshipe. Several
partlal analytical viewpoints combined with a viaw
to dimensional synthesis. In regard to "comblned
movements', cf, spatlo-temporal combination of
movaments, p.302,

Nate In appendix.

We assemble objects but tha relationship we create between them can be plausibly
experienced only in fragments. Often it Is suddenly interrupted; then ws can no lenger
follow our idea of the object {or of the law), Memory, digested experience, yields pictorial
assoclations. What is new here is the way the real and the absfract coincide or appear
together. Often an organic context warks with elements that can be read abstractly.

Wave-movement as two-part time N N N N Ty

S NN T

Wave-movemant as one-part time ONTY Y YYD Y Y Y TY TN
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1938/v 2: Inferim near Easler.
Gil on huriap. ! 7 I1i. The basic concepts of development

The figuration of movement. Emphasis on the processes that [ead to form i

Theory of figuration, combined with nature study
Tension between aim and method. Essence and appearance
Nature and absfraction

Kiee to his students:
'This formation Is arrived at by a successive
singling out of parts of the total form.
Within & composition, one and ane, line and line
or plane and plane, need not necessarily adjoin.
There can be a dual figuration expressing itself
in the independent contribution of plane and line.
Organic contrasting polyphony, But the parta
must move together and move apart organically,
harmoniously, There are many kinds of
composition, Among them we can distinguish
two that may be termed static and dynamic.
What leads to a standstill is the atatic, what H
undergoes movement is the dynamic. There we ‘ ?
nave an Inner characterisation. :
, . A synthesls of heaviness and movement can
' result. The two forces musi then make an attistic
pact that each will stand in its proper place. When
the siructural takes on rhythmic varlety, when it is
particulariy conspicuous at certain points, we may
speak of a deflnite (i.e. individual) structural :
23 January 1922 Exercise: proportion.’
’ Balance between statically and dynamically
- accented structural parts and Individuai rhythms
(principle of complementearity). Space-time
relation experienced [n {ragments. Division and

A composition of .
I, individual and

; .

' 1. structural rhythms, ) connecticn as camponents of structural form

‘ Work the two tOQIEther organically so (loose separation and gathered separation}. :
| that they support each other. Note in appendix. A !
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1937/R 6: Terrace with flowers. Qil.

1Amazing what happens when averything is cut
off. When none of the virtual forms Is fully present
in the picture. This produces something
remarkable in the way of expression. A tacit
extension of the pictorial space, 50 that only a
part of the whole is realised. One is enabled to
put many meny things Into the picture without
over-crowding. This tacit extension of the
plctorial space provides a kind of liberation in
brackets.

It is very interesting; let us look Into the
possibllities. The silence of the complements
seems to expreas something sudden. Here you
have a conteit in which limits and partlal forms
play a crucial role.

The declsive question is how the cutting out is
done. The omisslons might look accldental

or capricious. That would be overdoing it. If this
is not the case, we have the impresaion of being
able to see only a-part, that all the rest is silent,
and that this silent part might be supplied. What
is essontlal is that the most intaresting and most
important part of the whale Is brought out.

Form may be characterised as static or dynamic.
The static consists chiefly of the vertical and the
horizonta) on the basis of gravitation. The dynamic
is more curved. There is also a posslbility of
combining the twoj; then the inslde and the
outside can colncide.

1037/R 6: Terrace with flowers, Rhythmic structural
characterlstics in statlc-tynamic balance.
Interrupted movemants between welght and
dynamlc, Cf. p.393.

Combination of structural
and individual rhythms
Primal motion as norm

in the cosmaos

‘ef. Analysis and examples, pp.303-305,

1. Different possibilities of movement
Types of rhythmic structure
Terrestrial and cosmic examples

Monday, 30 January 1922

At our last meeting but one | pointed to repetition as the hallmark of structural rhythms,
On the strength of a few elementary structural examples, we arrived, weighing or measur-
ing, at series such as:

Ttol1to1to1to1to1 or1+2to1+2t01+2t0 142

or 11410 to 11+10 to 11410,

for which we substituted 1 to I to | to |, taking the Roman one to stand for a composite
unit.

In the two-dimensional realm, on a plane, we arrived, in place of these series, at complexes
such as:

L T T

T
I I
I T
by

H b
H

¥

In contrast to these lypes, we considered individual rhythms, and took as their basis
numbers from which the repetitive factor Is excluded. The prime numbers seemed par-’
ticularly suitable:

3to 510 710 11 to 13 to 17 to 19 to 23 etc.

In the following exercise which I called ‘Combination of structural and individual rhythms’
| warned you against calculating, for theory after all only means arranging things that
are present in feeling and plays only a secondary role in the creative process, namely the
role of criticism, which sets in afterwards.® A few solutions to this problem gave evidence
of both talent and intelligence.
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1931/L 4: Three subjacts, polyphonic, Colour.

Polyphonic interpenetrafion of three indlvidual
rhythms {(subjects).

In contrast to the !lnear illustration {[1], p.287)
they are dynamically accented.

Klee on polyphony: 'There is polyphony in music.
In Hself the attempt o transpose It into art would
offer no special interest. But to gather insights inte
music through the speclal character of polyphonic
wortks, to penetrate deep into this cosmic sphere,
to issue forth a transformed beholder of arf, and
then to lurk in waiting for these things in the
picture, that Is something more. For the
simultaneily of several independent themes is
something that is possible not anly In musif:;
typical things in general do not belong justin one
place but have their roots and organic anchor
everywhere and anywhere.'

Note in Appendix.

Below: )
Study for drawing 1931/k 5: Flight from oneself
(first version).

1Footnote by Klee in the manuscript:
'l start by saylng thet no one discovered
Columbus’ fish.’

The fish as solution of the problem: ‘Intimate
fusion of individural and structure’ is deaignated
In this exerclse as 'Columbus’ egg.’ Cf. Text and
partlal analysls p.264 and p.230.

lllustrations: the often reproduced plctures
1925/r 8: The goldfish. Oll and 1926/c 4: Around
the fish, Tempera and oil. Grohmann, p.229.

Saome of your sketches showed an intimate fusion of individual and structure; the struc-
ture was the handmaiden, following the path of the individual, step for step.!

Let us suppose that Figure 1 represents the individual. Proof: there is no repetition. It
begins like an upbeat at A with seventeen, then descends with the full force of twenty-
three, bends off at an obtuse angle with thirleen, rises vertically with three, angles to the
left with two, descends diagonally with nineteen, angles to the left with fifteen to the end
point Z (and here | beg you not to take the numbers quantitatively but qualitatively). The
results are three circumscribed planes of non-repetitive, that is, of individual character
Fy F; and F..
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iCK 1] p29Y. In Figure 3 the structural character is added. The fully weighted vertical breaks down
into five times five (note the intersections!), the indlviduai thirteen® breaks into a series of
threes; a few twos, throes, sixes, etc. follow,

B
L]

!
: 1
i |
._ |
[
i |
| ‘
i ;
i il
f
Concerning the combined figure [3] this remains to be sald; the measurements of the E
:! individual rhythm are greater than the measurements of the structure, and the individual ‘
' 'This way of writing '(line-) drawing' iz intended {lins-) drawing® is qualitative (or weighing) in comparison to the purely quantitative {or
. I to omphaslse the act of "drawing'. More emphasgls measuring} structure
o ‘ \ ;::eme individual movement then on the material Not long age | translated a musical figure into pictorial terms.® So now | can imagine the
) revarse and ask myself how our individual with its structure would sound as music, )
1'1 Purely mejodlc, for certain, with the subsidiary forms as pure accompaniment. !
1927/t 4; The tower stands fast. : *Anatysis of musical notation from J, S, Bach, Five-part time in two-dimensional [1], and rhythmic-schematic form [2] (possibility of ‘
s Indlan ink drawing. ! lolder opposite p.286. colour polyphany).
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In this case.[1] we may speak of a drawing in two voices. The individual theme is not cut
oft repetitively from the structural theme as before ([8] p.299), but only here and there,
not even in every part. Thus we cannot deny that the structural theme has a certain inde-
pendence. It is aware of this and takes on a dynamic character in the dr/avi[r'ing. The indl-
vidual feels exalted by its higher nature, requires no special bolstering of its 8go, and runs
along flute-like in quantitative silence, despite the companionship of the heavy structural
instrumentation. The relation of the measurements in the two 'voices’ corresponds to
the relations of the first example ([1] p.297 and [3] p.299). The measurements of the Indi-
vidual rhythm contain the higher numbers.
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1987/F 2! Symplomatic. Pen and ink drawing.

1327/0mega 10: Green coutriyard. Ol an wood.

'Example from the lale work: 1838/ 20:
Criental-sweet. Calour reproduction. Grohmann,
paN,

*CY. p.2B1, Representation aceording to the
Quantitative and gualitative view. The qualliative
or accentual dreatment of the thema s dynamiged
in comparison with the quantitetive treatment,

In this new example [2] the structural part, if we disregard the verticals, may be anelysed
very simply as a continued relation of { to1to 140 1to0 1 to 1 etc. (horizontal parallels).
With their slightly more highly developad rhythm the verticals add gsomething new
namely alternation by pairs;

2a + 2b 4 2a+2b (vertical alternation)

(+1} 1+ (14+1) @+1) (horizontal parallels)
or summed up: . | to |

In thig linear reprosentation of structure, the expression is purely quantitative. If wa
imagine the squares alternating in colour, we must bear in mind that different colours
signify the strongest (psychic) dynamism,* and in dealing with the individual, therefore,
great restraint is recommended. The individual part of this example shows us a few diver-
gent individuais without repetition. Where they are subdivided, the division is based on
individual numbers, Here the expression is accentual {weight)? over against the purely
quantitive expression {measure) of the sfructural part.
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The main characteristic of rhythm is repatition,
Every accentuatlon of movemant modifles the
ragutarity, tightena or relaxes, producee a positive

or negatlve emphasis on the dividual or individual.

'In the pictoriat fiald the pass=ing of time brings
with It @ movemant of the ground-plane.!
Artleulation In time and In different kinds of
movement plves rlee to different orders of
magnltude. n this ‘identity of method and object!
movement Is characterized by shift of poaition.
{Bevlation from the repetitive norm. Varying
intenslty of movemant results in limitation or
amplification),

'Relations between planece ara a result of forcas,’
In Indlvidual terms : ‘change of place’, the road
travelled (measurement). The articulation of
movemant and eountermovement mekes far
synthesle and kalance.

Inthe tenslon between 'terrastrlal® and *cosmic’
the terrestrial structures are larger (naarsr), the
cosmle structures finer {more distant).

1937 /x 8: Elecied siie. Indian ink and watercolour.
Cf. Klae's natebooks for 1002 and 14,
Note In Appendix.

e mma. rmm= e

Principlds of movement:
rapselitive rhythm, ateady movement [11.

Tha regular accentuation of the rhythmic repetition
i modified by the intarvention of a second active
influence which lends an irregular or individual
accent. Loosening and tiphlening extenslon and -
contraclion with moving around-plane. Tha new
mavemednt brings a compromise betwaen the
actlve and the passive [2].

In terms of space an time: shifts of measure and
weight, based on shifting centres [3].

overdap with movemeni and countermovement
{e.g. back and forth) [4].

Excerpt from 1927 /v 8- Aclivity of seaside town,
Pon gnd ink. Fully reproduced in Giedion, p.59. Cf.
ihe rhythmle structuras on pp.277 and 279, and the
{undamental posslbilities of movement with
dividual-individeal sfructure, p.245,

blaw Blue

braun brown
dunlelgran dark green
rot red
schwarz hlack
violett violet
Examples:

192771 41 The tower stands fast, p.208,

1827/E 9: Seilboals In gentle moiion, p.278,

1828/G 4: Mechanics of a cily neighbourficed

Pen and ink. Grohmann, p.76.

1827 4: City ort Two Hills. Pen and watercolour.
Colour Reproduction in Grohmann, p.2a3,

Comparison of the throe sxamples: The first example ([3] p.2%9) was melodic with struc-
tural accompanimant,—a dominant individual; the second ([1] p.300} was thematic in two
voices with dynamic accent on the relatively structural part—a delicats individual (delicate
and pious); and the third ([2] p.301) is almost a symbol of the happy individual, or of
happy individuals, who can keep strictly to the structural law even over a wide area,
without doing damage to their individual character.

| find inspiration for an additional example in a very pretty littla collage on glass that
came to my attention during our last exercise [5].
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1034/qu 1B: Ciiffs. Pencil drawlng. 1 1884/qu 2: Uphitl and then whal? Pen and ink.
i
4
Fa
/! P yad
1:// ;‘! .?/,,"_,/ J

i g ///.////J" A It consisted entlrely of square blts of paper {[5] p.303), which, freely disposed side by side

- #.1 [ 4‘-'.5 gw&\?\ Compoasition of I. indlvidual end [1. atructural or overlapping, their positions ranging from herizontal-vertical to diagonal, praduced a

"~ *‘.§ i ﬁﬁ\"' %‘“‘ = rhythms: 1. Rhythm with malnly rigid structure, ‘Structural rhythm's Rhythms consisting of lively structural rhythm.* Quite apart from thelr colour, the overlapping arrangement

3 ; T AL Lty - ; tructura) nemis of dividual and individual :

S TR \ 1834/qu 18; Cliffs, siructural componems roduced a dynamlc extending fram brightness to deepest dark. The collage was par-
YA I‘\'&‘ \\5 . Interchange of loose and rigid structure. type.In  living ‘structural tylhm there Is a Ecui tly rich i:comrasts b . 5€, as i fhe case of wi 30 the light wes c?}nceives as |
'i:‘*};_ b"‘ Polyphonic surface struciure, individual; structural harmenieus balance betwean structural division arly » Decause, as a noows, g .
i “*\?’&\\‘ rhythms, dividual; movement and tension in {dividual} and individual rhythma. coming from behind. '
PR different directions {Individual structure Even in the deep dark tones there was a shift towards the individual, But the individual i
dynamised by structural thythms). achieved its full dynamic expression in the rhythmic arrangement of the squares, organ- i
1931 )% 9; Lusuriant cnurllirrs:'l?-1 vt ised according to their colour type: blue, red, violet, etc, The outcome was a highly !
:lalélal{rr‘;:: mlj;:,r;.l:::a:h::r-.v::;e e dynamic individuality of colours, based on a tonal-dynamic structu ral rhythm. An ad- :
: ’ - - . . T . i
ditional possibility: A sweeping structural rhythm might ke filled in with little individuals f
1931 fx B: Luxuriani counlryside. Pencil. (individual-pessimistic) [11. H

R ——




1838 ww 15: Scene of fire.
OQil and pasie, waxed on burlap.

206

taddittye fermation:

Uit plus unit=gum (total form).
Mullipilcative formation:

Factor times factor=productk,

*Example: 1633fww 15: Scens of flre,
* 'Constructive representation finks valugs in a

methodical way; impressionistic representation
provides a nalva joy of exprassion.'

Composite form:

Dlvidual-individual, cennected by rhythmic structure [1, 2].

Individuval structure on dividual base [3].

Partial canstruction in rhombus, set inside to good purpose [4].

Addition (a form combined wlth its reverse) [5].

Addition-multiplication!® (the schema of the sum) [§].

It is casier to bring a complex process to life if one uses composite components.® Basic
possibilities: forms composed of two or three elements. Displacement, mirroring, rota-
tion with motifs of compaosite form.

Fully constructive, partlally constructive, or impressionistic® (partially constructive
method: free choice of details).
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!n conclusion, ane more variant, in which an accented line borrowed from some individual
is divided individually and where, in each segment, the structured plane and the structure-
less plane face one ancther in such a way that the two types of plane alternate both

herizontally and vertically [1] (lest anyane suppose that you have to work according
1o ruies). . ’

-

Thus far we have moved chiefly in the form world of culture. We have built on immanent-

human premises such as our earthbound nature, the constraints on our mevement, our
physical limitations.
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1922/176: Little fir-tree picfure. Oil on gauze,

i Little fir-iree plcture the struclural alternatien is
brought aut by 1one value and colour in contrasi
ta the linzar siructure of the diagram [1].

A

1937/qu 12; Fragments. QIl.

Momery eniers and to some extent asserts iself.
Now we have an organic context and elements
that can be read ahstracily. Meeting betwean tha
world of appearance and the abstract world.

fn themselves these degrees of confradiction are
nat unlavourable. It |s possible that a pleture will
mova far &way from nature and yet find ite way
back 1o reality. The faculty of memaory, expariance
at a distance, produces pictarial associations. In
the creation of he picture an association |8
awakened which enters Inio the realm of life. Itis
all right for the fragmentary fo appear, but it
ghould not be inserted in another fragpment. The
relatlons betweoan scena of actlon, siructure, and
composition produce 8 special effect when the
expression ramalne definably within the

functlon.' Seperation and connection as means of
rendering structural and individueal relations.

1+
<

The main symbol of our activity has been the pair of scales; the horizontal dependent
on the vertical atiraction of the earth on which we are compelled to stand.

The simplest symbol for this force of attraction' is the plumbline, the simple vertical [11.
But the scales take the vertical into consideration; the vertical is thelr criterion for
balance.

Thus we may say that tha spirit of the scales is this cross [2].

Disturbances in the balance of the scales yield the diagonal [3].

And correction through counter-disturbances leads to this new cross, the -diagonal
cross [4].
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Now where is the seat of this tremendous power of attraction? In the ground [1]:

or, if we know that this ground taken as a whale has the form of a ball, it is in the middle

of this ball, the centre of the earth [2].

Physically we cannot as a rule get away from it; everything that is earthly must reckon
,i with it, In particular, every stone used for building is possessed b)r this force, the sustain-

ing pillars as well as the bridges laid over them..

Consequently we shall keep running into problems of statics. And our own physical- .

human dependence on this earth force helps us to draw inferences about our iellow

sufferer, the building, the physical object.

As we know, the surface of the earth grows and when we dig we can observe dlﬂ'erent

layers that run parallel in a horizontal direction,

_____.,.-——"
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Pregsure and counterpressure
lead to the formation of mountains

Or the cpposite:
Relaxation of the pressurs

1982/109: Sgene of calamiiy, results in dislocation
Fen and watercolous.

- 311 _ :
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1923/217: Severfiy af the clouds, Pencil.

Earth, Water, and Air

in practice our small physical size and our limited scope compesl us to starf from the part
of the whole.

But this constraint, this limitation, should not deter us from knowing that things can also
happen difterently, that there are regions in which other laws are in force, for which new
symbols must be found, corresponding to a freer movement and more mohile localities,

Earth mauntain waler alr staircase and tower

The atmospheric zone, and ifs heavier sister the watery zone, can lend us a helping hand
by which eventually to reach cosmic space. In water, as every swimmer knows, the new
element and iis increased weight make the earth's force of gravity work upwards, in the
opposite direction.

But with a little effort a diver can master the depths of the watar like a fish, or like the bird
that masters the heights of the air.

He must also make intermittent efforis like a mountain climber ¢r a man climbing stairs.
But here the fixed points of adhesion, the footsteps, are eliminated. The rhythm of the
swimmer's movements above or under the water is more relaxed, gentler, than the rhythm
of walking on the ground or of climbing mountains or stairs. The swimmer in the air (the
flier or glider) must become part of the machine and can, in conjunction with it, give
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1820/%05: Skeich fa realm of the plants,
earth and afr. Pen-and-ink.

'Crosaed oul: "planat’.

himselt up to new kinds of movement. In a free balloon he doesn’t do much. He entrusta
himself to forces sych as air eurrents or cool and warm air The merging flow of air
masses of different temperatures allows movement without resistance.

E earth, flat ground
W water
L air

™ Arrows: force of the earth’s attraction
veitical to the centre of the
earth

In cosmic space, finally, there are no longer either hard or soft caesuras. Here primal
movement reigns, movement as norm. Everything moves. It is an illuslon to suppose that
we as earth? are standing still and the sun revolves round us. It Is an illusion to suppose
that the sun stands still and we on earth are the only ones moving.

The suns have moving orhits, the planets have orbits attuned to those of the suns. The
whole thing moves.

centre of the earth

water

laval ground

mountains

atmosphere

force of the earth's attraction

AP WML O
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Getting back to ocur physical existence, let us take up a few examples which lie some-
whera between the twa.

Air. A cannon ball firad up into the air at a steep angle rises with decreasing velocity, i
turns, and falls back to the earth with increasing velocity.
A two-part rhythm with flowing articulation: g [1].

1036/ J6: The grey man and the coasl.

Earth (mountain}. A man climbiny stairs with gradually increasing effort.
ail.

A rhythm with rigid articulation: g [2].
Giva rlgld rhythm to the dividual and flowing A stone rolls down a steep meuntain slope with increasing leaps.

‘Crogsed out: whose articulation is 'sImultaneously’ . i .
& A rhythm with rigid articulation: g [3].
rhythm to the siructure, and lat them wor Rowing and rlgld, {f the accent is puton y g g [3]
agrinat each other.' The Individuel theme and

A similar ‘simultanecusly’, Ihe sentence can be interpretad . i . . ) .
the structural-thythmic thema ovariap. A slm a8 refarring to an interpeneiration of the two types  EArth (mountain} and air. Variant of example [3]. A rhythm whose articulation is partly
rhyihmile struciure 18 shown In 18381 ; Heraic ! b

strokes of the bow, 2 of artlculation, partly rlgid, partly flowing. ﬂOWing, partly I‘igid [4].l
T v B a
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1924/qu B: Can'f he c/imbed, Poncll drawing.
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Movement in one direction, considered theoretically in relation to norm {N) and abnorm
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From the psychological point of view, primary contrasts side by side give a powerful

expresslon. Primary contrasts with something between them move apart and the expres-
sion is toned down. Full laaps come from greater energy than do half leaps. Secondary

contraste, even baldly stated, lessen the power expressed. Elaborated, they weaken it by

being over-rich and lessening the tension.
Curve of a development Involving the concepts ‘unalleviated primary contrasts’ [1],

‘elaborated’ [2], “secondary contrasts' [3 and 3al.
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1834/s 7: Spring in sirsany. Pencll drawing.

18314p 11; Adr currenis, Pencil drawings

t Cf. p-401 and the waler cycie, p.402.

1 pathering [ 2 gulet flow 3 turbulent Mow 4 astuary

Mé

Water. The leg thrusts of a swimmer, a rhythm with loose articulatian [1]. The water-
course. If | broaden my field of vision,! | create a perceptible whole at a highar level [2].
[ give the drawing new, wider limits, or within the old limits | reduce the content.

Aldr. In tising, a free balloon passes from a warm to & cool layer of air, then enters another
warm layer, and finally a very warm one. A rhythm with looss articulatian.
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- Cosmic and atmospheric. A meteor describing Its orbit comes close 1o the earth and is
diverted from its arbit by the earth's attraction. For brief, critical moments it cuts through
_ the atmosphere, and friction with the air turns it into an incandescent shooting star; just
aveiding the danger of descending forever to earth, it goes on its way, cooling and
losing its incandescence in emply space. A cosmic form with loose articulation: g.

Fluid-gaseous movement leads us to take short steps in the organisation of the picture
(gliding succession of elements). Any longer step or jump approaches the realm of the
solid, creates sharp boundaries that do not occur in the ﬂuid—gase_oué realm, except
occasionally at the fringe, as at the edge of a pool of water, between mountain and sky,
or on the horizon (symbol: the stairway).

The relevant movements and means of expression: dynamic-adjacent and static-

contrasting.
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Examples:

19171125 Landscape with comet, watercolour,
1918/58: The Paris comet, watercolour,
1918/200: A comet on (he horizon, watercolour,

meteor

aimosphere

earth

earth's power of ettraction
articulation

QxR pE =

1932/t 5; Garden rhythm. Ol

Give the structural and the individual
alternate rigid and fluid rhythms and let them
work against each other, Fusion of the two
characters. Simultaneous Interpenetration of
pase and elevation. Cf. pp.325-326.

Cf. the three examples pp.304-305.

1920/OF. 3: Atmospheric group in molion. Water-
colour and pen and ink,

Grohmann, p.400, as example of fluid rhythms,

Monday, 6 February 1922

Exercise: Combination of rigid and flowing (or loose) rhythms,
The ultimate result should be a composition,
The results of earlier exercises may be drawn in.

For example:

1. give rigid rhythm to the individual and fluid rhythm to the structural, or
2. give fluid rhythm to the individual and rigid rhythm to the structural, or
3. let two individuals work against each other, one fluid, the other rigid.
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1934112; Tempfation, Gouache.

‘There are also projections that cannot be
explained, hecause the ariist sometimes shows a
faculty for prajecting inner images in such a way
thet they become almost rea!l or entirely so,

You have ta take care not to wriie the law simply
and unimaginatively by itself, but ta put yourself
in motion round the [aw. Devlations from the
strict law are movements that you feel:
dimensional movements, kinematlcs, time,
movements of change of place, alternation of
inside and outslda.' (On the combination of
rigid and fluid rhythms into &n organic

whole, ¢f. pp.325-326.)

Organic explanaticn of
individual and structural
articulation

2. The natural organism of movement
as striving for movement and execution of movement
The function. Organic combination of two or three factors

Monday, 13 February 1922

I shall begin today by criticising a faulty solution of the last exercise. This doesn't mean
that there were fewer good solutions than before, and | have no intention of finding fault
with the author of the false solution. | merely wish to take his mistake as a basis for a
discussion from which we can all learn and benefit,

The exercise was based on the preceding theoretical remarks on rigid articulation and
loose articulation. It was:

Combination of rigidly articulated characters with loosely articulated characters into an
organic whole {a composition).

Here | made a few suggestions:

First treat the rigid articulation individually and use the loose articulation to support
that individual to which it is subordinated.

Or:

Second, restrict the loose articulation to the individual and {conversely) keep the rigid
articulation structural,

In music these two ways of handling two characters are designated as melodic (solo
voice and accompaniment).

Third, | suggested that you let the two types of articulation fight for equality; in music
you would call this thematic treatment.
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Or, fourth, treat both types of articulation equally, so that they do not conflict but com-
plement each other in a friendly way, sach in turn letting the other gain the upper hand,

Another example of thematic treatment.
One of you chose very simple ferms and, by the dynamic use of light and shade, rhyth-

micised an the one hand straight lines:

TR e

Are these two characters appropriate examples of rigld and fiuid articulation? To begin
with the first character, what is this?

And what is this?

This Is the rigldly articulated growth and dimlnution of a series of pianes verging on

“ gtraight lines.
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This growth and diminution develops in a horizental direction thus — or thus « and
might alsa he representad as follows:

Thus the first character [1] fits in with the exercise. But what ahout the second one? Is
the increasing and decreasing row of circles appropriate o the exercise?

. 9O o

Yes, for the articulation at a cormmon point cannot be termed rigid, particularly as Figure 6
permits of other interpretations, as in Figura 7:

or as in Figure 8: 8

8 WW“W

or their variants [9 and 10]: ooy ?-SE. 2? .& oL .&‘2. .L AR
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Thus the row of circies as fluld or loosely articulated characters is quite in keeping with Nor Is th -
or Is the repetition of these themes & solution to our problem. i

the problem. But how are the two characters related in the solution which | have ques-
ticned? If we had on one side an individual, on the other a structural character, we might _
know what to do with them; but here both characters are equally undeveloped. !

P ltaati ,
 And what does that mean? Tsrhaps wa can aDDra.ise the situation more easily if we transpose our ferms into matter.
: en we might conceive of a row of unequal sticks, a bit like piano keys, each with the

top of a tin lving over it.

Ir} .t:is case:l we no longer have unifled objects but rather two material items without
vigible relation between them, just one on top of the other, guite meaningless.

My recollection is that they were
related to each other or actually like this:
like this:

As far as our exercise is concerned, unfortunately it means nothing. In itself of course
it could mean something, a unit with two or three parts; in everyday life perhaps a lamp
with a base, a globe, and a cylinder

Tk

or a poi-beilied vase: or the pendulum of a clock: or just about anything: :

l in short: two unrelated ; Y
. 18 £ . :
heterogenscus objects. (3 %:e, ﬁmj/ﬂ < gmer #6‘?5"‘-35”&‘ i
The problem: ‘Fusion of two characters’ no doubt permits of many different kinds of - O [ I
solution, but fusion into a single thing is not possible in this cass, for

."/’ !
; 30 we're back to nothing! What should we do 1¢ make something of it?
| o go on with the materlal conception, let us kee '
| | N | | | . p our row of unequal sticks:
or is not an organic combination O of circle and straight line] : of the tin spheres let us set target discs or optical lenses or glasqsuhl\lsl:cok: It::t f{";:ead
. | : : of them,
And we shall have somathing ‘visible', namely a pictorial expression of the relatien
between two heterogenecus objects ([1, 2, 3, 4] p.331).
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1927y T: Physisgromic lightning. Wetercalour,
What.sqrt of. relations between the two characters have we here? Onslaught of the
gressive straight lines against the stafic circle [4], defeat of the straighit lines as lo o
‘ they' are within the dangerous realm of their adversary. Struggle at the ex ' "'Qt:5
:artra:ght lings. Victory of the fluld ovar the solid character [1, 2, 3] pense a1
fal:j;:::!omng .exa_mplas [5, 6] shaw another typ{_a! of relation between two heterogenecus

Middte is '

Intensely aggressive, the stral i :
actively struck, » the straight line becomes an arrow in fligh

clrele. The circle suecumbs visibly [5, 6]. ght and trumphs over the

"The middle raaim |5 actively struck.! Two
L7 heterogeneoua elements entor inte relation with one
e anoihar:ihe tenslon between them hrings out the
movement, In canirasat ta the 'adaptation by evasion'
in the examples [1, 2] on p.332, On the form af
lightning Klee notes, around 1887/28: :
: |
i

“The wonderiui thing abaut lightning Te the broken
farm in the atmospherls madium.’ . .
Again the circle is defeated [7, 8].
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So much for types based on conflict. Let us go on to those showing adaptation.
Here the straight lines avoid battle. Adaptation by evasion; in the first case they go round
on one side [1], in the other they split and go round on both sides [2].

Or the circle avoids the battle by adapting itself to the straight Iine and becoming an
ellipse [3].

And here, finally, we have a type in which both characters adapt themselves, Each meets
the other halway and changes its shape [4, 5]

The circle is no fonger a circle, the fine is no lenger straight. Further examples would
confribute nothing essentialiy new; | shall limit myself to these few. According to the spirit
of my composition, | accent one or the other of these typical motlfs, te produce a figure of
struggle or of friendship, The battle may be‘fought with varying intensity, and the friend-
ship may be based on unilateral or mutual adaptation.
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1oroesad out: 'compaositional’ process
' The straighi-lines'; relation of the atraight lines
to the clrcle.

The concapt of structure in nature

! Structural concept in nature: the grouping of the
smallest bodizs in matter, e.g. cellular or tubular
bore corpuscles. 'Siructural unlt' desipnates a
divisibile (dividual) structural character, The
simples| divialble unlt is designated as a 'dividual
structure'. A form is called a 'stkeuctural form’ ifit is
composad of divisible uniis and daes not reach
the atage of an Individually funcilonino oraanlsm,
Moras hlghly devaloeped than the structural unitls
the individual structure (structural construction)
of an indlvisible organic whole (e.p. In a

dynamic organism).

' Footnote In manuscript: ‘A decampesaed cabbage
#lalk and & piece of bone as an example.

Qur interpretation of the constructive! process can becoms still richer in relationships
if | call the straight line* masculine on the basis of its spontanecus activity and the
passive circle feminine.

b

But, in the example we are criticising, both the themes and their campositional efaboration
were so unrelated that one might say: the men are manks, the women are nuns, and though
the two cloisters are right noxt door to each other, no life ean spring from a representa-
tion of this sort.

So far my discussions of the structural concept have dealt with the most primitive struc-
tural type based on repetitive rhythms.

In our practical exercises | have often noted a structural unit* that rose above this sim-
plicity. | found no reason o find fault with a structural individual of this sort if It were
accompanied by, or subordinated to, a higher development. Here as everywhere else
relativity, | said to myself.

As an introduction to the study of anatomy we usually start out by invesfigating the struc-
ture of the matter from which plants and animals are constructed. In this study we make
use of a knife. By structure the anatemist means the grouping of the smallest particles of
matter that can be sean with the naked eye or the micrascope.

Similar structural designs are provided by matter which is exposed to destruction by
decompasition. In a bone we can sometimes make out the rhythm cf the bone corpuscles
sven with the naked eya; it takes the shape of a mass of cellular, tubular, or canal-shaped
hollow spaces.®
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Apafomic deawing, pantll Barng, November, 1002

Diary notatlon, Novembar 1802;

“Yes, | shall go an studylng anatemy, but it (s
more a means than an end.

lintend to limit myself more and more, dissect the
machine Inta lts paris. | shall study anafomy aleng
wlth the medizal students. Then, In tha presence
of the |Iving madel, | shall make a new use of what
| have learned aboutthe mechanical functions o
the body. | shall attend the evening Iife class at the
Kornhaus; along with the provincial painters |
shall sketch the hideous hetaera of the Mattz in
Berne. | won't lnok down on tha schoolmasiers,
Ill meke myself aven smeller than they are, that will
aurely leave me greater posaibilities. If | stil) had a
shred of academlc pride In me, | sheuld have 1o
rebel againet the correcilons of one of those
wall-meaning fellows.

Auti'm notan academiclan. Lethim say whathalikes.

On November 1, | sterted the couras In anatorny.
A strange feast of the dead. Every merning [

work from 820 to 1038 in the digsecting roem, The
neked body i= a thoroughly apprepriate sublect.
During the life classes |'ve inspected it e bit

from every angle, But now | no langer mean to
project some sort of diagram of it, | shall procead
sa that everything eseentlal, even the es=entiala
that are obscured by optical perspective, show

in my plcture.’

The grouping of the smallest particles of matier that can be disting uished with the naked
eye or with the microscope [3].

e

In a similar way we distinguish the structure of carfilages, ligaments, tendons, muscles,
ete, The structure of the ligaments is a bundle of wire-like fibres [1].

The fibres of the tendons extend to the muscles and in the muscles a sscond striped
structurs is added across the first [2]. So much for the material structure, for the rhythm
of the matter of which argans and the organism are made.

Material structures in naturs: structure of llgaments {1], muscles [2], banes [3].
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The natural motor organism: if in connection with the motor organism | consider the
relation of bone to muscle, | perceive that the tendon here, in connecting muscle with
bone [3], servas a mediating function similar to that of the ligament above.

Let us from now on consider the organism as a motor in which the striving for movement  The natural motor organism; the
and its achievement are interlocked ; and let ys build up from tha servant to the master. striving for movement, and its
In the whole flald of action |et matter be our premise. It should be everywhere, Now if first  execution. Quantitative and

of all we consider the relatienship between the bones which make up the skeleton, we qualitative representation.
notice at once that even in a resting position they require support from one another. The

ligaments take care of this,

And how is the muscle related to the bone? [t canforce it into a new position. Through its
powar of contraction, the muscle gives two-bones a new angular relationship to one
another {muscles have the ability to contract and thus shorten themselves),

The ligaments connect several bones, They serve the bones [1], Their function is of a
lower order, they support by connecting, they are subordinate. Their function has a

K=DBone

S=Tendon

1 M=Musacie
;
- .
structural character in relation to the movement which is the higher function of the bones )
(one may speak of the structure of a function). Thus in the diagram | am drawing [2]' Ligaments and tendons help by holding the bones fast [4, 5]. The steps of motor organi-
| give the ligament (B) little space, but give rather more to the bone (K). sation lead from the bone to the muscle; the tendon mediates between them.
336 337 l
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The angle between bone and muscle must change because the muscie wills it. The motor
function of the muscle is thus of a higher order than the mator function of the bone. The
passivity of tha bone is dependent on the activity of the muscle (ihe bone f.unction. is
passive in relation to the muscle function). The bone furnction ls_ ‘structural’ in relatien
to the muscle function.! It helps ihe muscle to carry out an order that has been received
from semewhere. Thus in my diagram of the action of movement [1] | give the muscle
the larger area and put the tendons between muscle and bone,

The muscles act independently of one another, Every muscle has a special task, one bends
the organ, another stretches it, etc, Here again we note a higher functioning than in the
bone, which can do nothing by itself but only in co-ordination with anoiher bone.

But we have spoken of an 'order' or command, The muscle is self-suﬁ‘l_c_ieht only up to
a certain point. It obeys when the command reaches it! it doesn't will to act but must
act; at the very most, it bas the will to obey. it obeys the brain’s telegraphic command,
which is communicated through the nervous system.

This means extending our diagram [2].
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I The 'structural’ is the subordinate function.

Hirn
Nery
Mugkel
Sehne
Krochen
Band

Brain
Marve
Muscla
Tandon
Bona
Ligament

* The epatlal or quantitative represenaucn
(eccentric) in Figures 2 and 3 contrasis with he
qualitative reprasentation {concentric).

A possibility: quantitative reprezentation =linsar
angd planar acale. Qualiiali'.re' representation=
weight scale (tonality and calour).

Nate in Append|x

What do we learn from Figure 27 First of all we learn the relativity of serving and com-
manding, of structural and individual functiening. The whele is like a nest of boxes (box
within box within box). - ‘

The functions are evaluated according to spatial or guantitative criteria: ‘The more
important a function is, the more space it needs.’ The dirsction is eccentric [3]; the value,
the importance, increases as we move from the centre to the periphery [2].

{ncreasging

@
I
c
&

k]
=
g
=
£

£

Progression of the tunction values
according to importance.
Qualfitative representation,

with increase in value towards the centre

{concentric representation)

The ideal view, on the cther hand, starts with the brain; it atiributes central impertance
and quality to thls organ, which sends out rays of command on all sides. This view
leads 10 a cencentric or gualitative representation [4].1

The brain subjects the muscle to its will by means of the nerves; the muscle's command,
sent through the tendon, gets to the bane, until the whole bundle of matter, despite its
attachment to the earth, is set in motion.
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10307J T: Twined into @ group, Pen and ink drawing. 1034;K 4: Misler Zed. Watercolour,

‘A linear figure takes time, and one must travel
recaptively the same road as ane has takan

: : produciively, Far example, things [n motion,
: things that curve, things ona has touched firmly,
: ! gasuliory thinga, are &itached by a strong lina and :
: ! made Inko one, The longer a line, the more of !
: | the time element It containe. The purely linear !
i olways remains ideal. Distance |s time, whereas a
] surface is apprebendad mara In terms of the
I } i morment. }
; [ Aling conlalns enarolas that manilest themselves
E L by cutting and by consuming time. This gives the
‘ linear element a mutual relation to imaginary
' space. For space is als0 @ temporal concept.’
Tha course of the motor organism |s indicated by
arrows ('ldentity of forrm and the method of its
production'), Cf. the motar function, p.346 and
cause and effect of concantric and eccentric forces,
i o . e p.410,
“Tha type symbol for tha nalura of pure |ine
; is the linear scale with its Innumerable variations
of length. The symbol for Ihe nature of pure
i tonallty is the weloht scale with s various degrees
of grey between while and black, Colour is primarily
‘@ guality. Secondly it iz waight, for it mol anly has
Exercise for 20 February 1922 Woeighi scale: I colour value but also tone, Thirdly H is also )
: measure, for In addition to the abave-mentloned
s values, 11 also hag 118 limits, Ha aroa and exlent,
.} 1. ‘ﬁ which can be measured. Thue we have lormat
: elaments of measure, weight, and quallty, which
: 11, -é‘ taspite the fundamental difference between tham,
Problem: Organism in three parts: are related in cortain ways. Each according to its
| ) contrlbution, the three refarenca lines characterizs
I : . three realms which interpenetrate. They appear
; . Crgan H_the {brain) i w® in groups; first te a limited degres, then a litile
; li. Organ middle {muscle) or linear scale more fully they combine inte figures. nto fgures
| Il Organ passive (bone) instead of weight scale: k. | ; which in abstract terms may be called
: i cansiructions, The firsl constructive
- ’ : combinalion of elements carresponds lo
L x Ihe dimension of form, Contradictions, conlrasts,
. It are ngcessary f there is to be life in the picture.'
: i {On the 'specific dimensions’ of measure (lIne},
l " I : of weight [tone value] and ol guality [solour],
i : i of. pR.B6-B1,)
B : 1
: 340 _ 34
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1939;:UU 11 On ihe Nile. Oil on burlap,

Qn the appropriate chaice, farmation and
accentuation of the organs, ¢f, the example with
water wheel and flowing water, pp,243-349.

Appropriate cheice, formation
and accentuaiion of organs

3. Movement is inherent in all change. The history of the wnrk as genems.

" The function of the work of art. The nature of real forms of mouemeni and tlle-

organic connecilun between them

Monday, 27 February 1922

Our problem last time was: the three-part organism.

First organ, active character {brain).
Secend orgen, middle character {muscle).
Thitd organ, passive character (hone).

Brain, muscles and bones were not to be represented as suchj rather, thelr position within
the animal motor organism that | had discussed was to be characterlsed by a swift stroke
or two.

The concepts active, middie, and passive can hest he discussed in terms of [inguisties:
When | zay: L drive, that is the active form.

When | say: | am driven, that is the linguistic expression of the passive.
Tha middle form would be: | join, | integrate myself with, [ make friends with.

Here it is worth recalling that the ancient languages formed the passive without an
auxiliary verb, merely by using a spacial ending. | can even remember the pure middie
form from the Greek, without any pronoun, expressed solely by the verb ending. The
modern languages no longer expresas all these modes with the pure verb form, but em-
ploy various circumlocutions.

As fo the rank of these three voices, active, middle, and passive, it will dapend on the
point of view. In an ideal order, the active would come first, because the impetus to
movement begins In the brain, home of the thought that is father to all more highly daval-
oped action.
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From a materiat point of view we should arrive at the opposite order and say that the solid
matier of the bones takes the tead, hecause it first makes the movement concrete, But
the two points of view need not be played off against each other. What is essential is
the organic bond hetween the three parts as left, middle and right, or right, middle
and laft.

In view of the undoubted difficulty of the problem, | eontented myself with solutions in
which the organic context could clearly be seen, either ip the shape of the organs them-
selves, or in the way these shapes were accentuated.

The appropriate choice, formation and accentuation ot the organs, iilustrated by the
water mlll,

A Appropriate choice of the organs: {[2] p. 345).

ist organ: the water course active brain!
2nd organ: the connected wheels middle muscle
3id organ: the hammer passive bone

B Appropriate formation of the organs {[4] p.346). The main orgen most individually
structured, the others progressively less so,

1st organ: the water wheel (active) the buckets
2nd organ: the wheel works (middle) } of the big wheel } drive belt
ard organ: the hammer (passive) the spokes of the little whee!

C Appropriate accentuation of organs: {({11] p.349).

- ‘/’ )
15l organ; with main energy active
ond organ: with intermedlate energy middle

3rd organ: with subsidiary energy passive
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1*The water course, active, brain/'
By ‘brain' one should undersiand the agent, the
active, determining force.

The Water Mill First examiple

Main organ: the waier. Other organs: two wheels connected by a drive helt, ane farge,
one small [1].

Criticism of Figure 1;

a) Formal mistake in the choice of the subsidiary organs. There is no organic three-part
gradation relating them in the order of their impertance to the principal organ.

b) Mistake in the form of the principal organ. At best its form is a conventional wave
structure, ‘the way you do water', not a striking representation of a principal organ.

c) Mistake of accent: the principai organ, the water, is not treated dynamically encugh.

Correction to Figure 1: A The appropriate choice of organs: (2].
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Atthis pointthe incongruity of Figure 3 from the point of vaiw of form and accentmust be
ohvious, The least probable event cccurs; namely, that the intermediate organ becomes
the most prominent. :

Correction to Figure 3:

Whater wheel and hammar [4].
B The appropriate formation of

the organs?

I. The water wheel active
It. The works middle
I, The hammer passive

348

1 with preper functlonal accent.

Instead of extending the faulty example ([1] p.345) downwards by including the hammer
in my choice of organs, | can extend it upwards, Then the hammet is omitted, the wheael
becomes [LIi], the water becomes [II], and for my [1] | think up something new, which is
all the easier as flowing water is hardly an ariginal inspiration ([11] p.3489).

We are familiar with

the force of gravity (towards the cantre of the earth),

Wa are equally familiar with the horizontal mirror of 'still" water [6];

without Mountains A and B to hold it in, the water would flow off on beth sides [7].
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Berg mountain

hindernde chEtructing
Schwerhrait garavity
wrspriinglicher origingl

Wassersplepel ) water-level

Correction of Fig. 10: the water mill [11]
But if we eliminate Mountaln B and leave Mountain A in place, the water flows off only . .
to the right [8]. Heretwe forces are af work, first gravity, second the obstructing mountain, ! 'the ebstructing meuntain B {[8] p.347) is j C  Appropriate accentuation of organs
displaced or eliminated, _
The diagonal in the parallelogram of forces witl be the force of the flowing water, Il [91. ! i Principal energy the two forces: .
. . 1A gravity, IB the obstructing mountain, active
| il. Middle energy the diagonal of the parallelogram of forces, the
i force of the flowing water, Il, middle !'
10 | . Subsidiary energy the wheel that is turned, 11, passive '
|
| .
: In terms of languege:
i ' . We drive active
e 1L [ yield hut with the understanding that [{] is responsible
Y : in case anyone '_ahould suffer; middle
And as a matter of fact :
th isplaced thi ation looks like this somebody does suffer:
With the accent misplace '8 vanation loohs ' lil.  the wheel which says: | am turned, passive, Il
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1923/176 Cosmic flora, Walercolouwr,
Analysis p.343, .

350

The Plant Second example

1 Active argan, sojl In

which the seed opens.

Complex of reiations:
humus, seed,
nourlshment, growth,
roots

2 Middle argan,

Breathinp organs in light -

and air, leaves

3 Passive orpan,
The lower

Misplaced accent

l. Let the active force he the soil in which the seed opens: The complex: soil, seed
nourishment, growth, reots, which produce the form [1].

I, Rising into the light and open air the breathing organs form: one or two tiny leaves,
and then mors leaves and more leaves.

I, Result, the flower. The plant is full grown,
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Variant of the plant example: reproduction. . .
With the function of the flower begins the sexual episede which serves for reproduction.

Here our three-part schema takes the following form:

stamens and pollen

|. Active argan:
{male organs)

i i diaries
II. Middle organ 0 o the insects as interms

the fertilised seeds

lil. Passive organ: .
(female organs, fruit)

Representation of natural growth in langitudinal section and efoss-section: A

Jengitudinal seetion of growth does not give us a total picture of the expansit?n,‘but only
of the action in a single direction, Synthesised, it lgads to the total cenltre. while in ¢ross-
section growth leads to all sides, away from the cenire, Figuration starting from the centre
in progressions, i.e. movements in the smallest parts and in the whole {see p. 354).

a52

Mote in Appendix.

Material and ideal statics and static-tynamlc
synthesls

Analysis of 19231176; Cosmvic ffora, £.350.
{Cf. Materlal and ideal statics, pp.i82-183,)

tn regard (o material and Idoal statics Klee noles:
‘Seen In cosmic terma the earth provides the basis
fer a stafle-dynamic synthesis. On this basis the
sarthly creature arrives at & cosmle-ldeal, statle
view of the world and at a lerrestrial-cosmic view.'

When material statics (terrestrlal relationshlps} are
cambined with ideal staflcg {cosmic relationships),
the tengfon betwaen the centre of the zarth and

the horizon incurs new lim|tations.

in ideal statics height [a unlimited, In materal
statics it Is absolutely limited, In the pictorlal
field & combinatlon of the two leads fo

two different horizons:

above
The horizentai divides

below

ldeal ztatics In
pictorial space

|deal-
dynamic
Materizl-stetic accant

On combined baaes, & composite form:
(a) Back section; (b) front section produce
herlzontal planes of different heights,
(Cf.[1, 2, 8] p162)

‘The cosmic |8 the higher point of view, away from
mere earthliness to something more
comptahensive.' In practice the devletion from
statlc accent on the horizontal (harizon) is achieved
by 'a partlcular kind of devlation in the

choice ol mathod',

{a) "By wider cholce with reference to ngighbours;
{b) by shifting the whole (cut off the top,

beqin at the botforn. By & reversal of causaiity):

(c} by varied converslen and progresaive reatriction;
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Material statice

horlzan
Dynamic tensien

I

!

|

I l

|

|

Iy centre of
I '\ the earth
1

and horizontal planes

af varyinp helght centre

sy
Statle-dynamic — 1
tanslon. Poasible I
displacemant fram " :zl'_'”_'—
the centre {upward ——
and downw&rdl] -
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&

x
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o

form =
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From the skandpoint of the norm, combination

of tha Idea! and material view (cf, p.185) increases
the possibliity of transcending terrestrial (atatic)
limitation.

(d} By chanpes incanires of gravity, dense andloose;
(2) by rotation reund an ltragular angle:

{f) by composite ferm, Representation of the line

aa dividing ar unifylng.*

Where one is free 1o choose, the step

1owards speciflc action is determined
psycholegically. "Fundamantally style |s the human
attitude hoth towards Immanent and transcendent
preklems, Between the static-clessic

and the dynamlc-remantlc thera lies an
Intermediate realm whera statics yearns 1or

the freedom of dynemlcs.’




Wa have before ug, therefore, two opposing principles of movement. We might call them

masculine and feminine. .
In questions of movement we thus distinguish two sexes. There is an absolute means of
representing directed movament: with the help of major-minor; and a relative means
based on the séx, or gender, of the movement, If you judge not from part !:o part but as
a whole, the question of movement and the inclination to choose a defi.mte movement
appear in another light. Then the form stands before our eyes as an undivided whele and

takes on an aggressive tendency: sharp and cutting.

Volumes growing on all sides:
feminine,

growth in partial cross-saction [1, 2].
longitudinal section [3]

Aggrassively advancing
but regrassive lines: masculine

One-sided progressive increase,
growing in longitudinal section?

A Cycle Third Example

Our anatomical studies might also be extended from fhe realm of voluntary movement
to that of involuntary movement. Voluntary movement, as the name indicates, occuts
at the command and according to the need of the authority that we call the brain. It seldom
extends to the whole motor apparatus but only activates certain couplings? {In a part of
it). This part of the animal moter machine is subject to fatigue; hare fatigue, slacknass,
and temporary discontinuity {(in sleep) are the norm.
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»Lpngitudinal sections arg typically siailc and
cross-sectlons typically dynamic pictures.!

Cf. growth In partial cross-section and longitudinal
saction on p.23. Examples:

1927/ue 2 Ardent flowering, p.20.

1927/0m 6: Times of the plants.

ail and watercelour. Grohmann, p228,

2 tCoupling': Comblnation, things that worh
togethar, Meaning of the sentence: ‘It seldom
axtends to the whole motor apparatus, but only
bringe ative certaln reialionships in a part of it"

Movemaent caught in the work

The involuntary movements of the other part of the machine: the heart, the lungs, the
allmentary tract—these involuntary movements ara continuous as long as we live. Here
one does not reckon on fatigue, slackness, or temporary stoppage.

I. The heart pumps (active}.
Ill. The blood flows through the arteries, is moved (passive).
Il. The lungs purify, they participate by purifying (middie).
Ill. The blood flows passively back towards the heart.
I. The heart pumps again {active).
lll. The kleod is again set in motion and returns to the part of the heart where the
cycle started (passive).

l. Heart
Il. Lungs
Ill. Blood of the arteries and veins

S0 much as a supplement to our tast exercise. You have probably noticed the schematic
succinctness of my representation, which an the one hand makes for clarity and sim-
plicity, and on thre other hand leaves you free to treat the formal concepts and formaj
relationshlps we have been discussing in the most diverse ways.

But to figure the formal relations (even further narrowed in our exercise) which constitute
movement (in our case only movemeant which is induced, translated, and forced), and to
bring these relations kack to natura through abstract analysis, for all this we need mare
than a clearly thought out diagram.

In the first place, what do we mean by movement in the work? As a rule our works don't
move. After all, we are not a robot factory.

No, in themselves our works, or most of them, stay quietly In place, and yet they are all
movement, Movement Is inharent in all becoming, and before the work is, it must bacome,
just as the world became belore it was, after the words, 'In the beginning Sod created’,
and must go on becoming before it is (will be) in the future.
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Preductive and receptive movement The work grows 'stone on stone™ . Or out of the block: 'Piece from piece’
) (addition) - * -[subtraction) : '

4 minus 1
plus 1

‘
“*3“‘" 5 *::a 3 minus 1

plus 2

]
I
i
I
4““
2 “\\’\ e % - ‘ |
X
plus ‘ _‘:\\&“‘.\‘\\‘ ‘\\ ‘.c’ 2 ininus 1 ’ i
| KR SRR :
— 4 . RS t\\‘ X AJ‘A.& -~ eguals 1 ‘

Both processes, building and cufting down, take place in time. The work as human
action {genesis) is movement both in a productive and a receptive sense.

This is the inttial productive movement, the creator’s first act]on. Even this first move- |s
temporal, whether it remaing flat or leads to space: it takes time.
Shortly after the first productive movement the firet countermovament sets in, a raceptive
movement, In plain English: the creator looks 1o see what he has achieved so far (and,
says the Bible, it was good). '
Another occurrence in time., Only the smallest of all things, the infrinsleally dead point
is timeless. When it becomes movement and line, that takes time. Or when the line shifts
to form a plane, or when planes move to produce volumes. From the cosmic poeint of
view, movement is the primary datum, an infinite power that needs no exira push. In the M i
terrestrial sphere matter obstructs this hasic movement; that is why we find things in a ‘l
state of rest. It is a delusion 1o take this earthhound state as the norm.
The history of the worl, which is chiefly genesis, may be brlefly characterised as a secret AlHii:
spark from somewhere, which kindles the spirit of man with its glow and moves his hand, |1
i

the spark moves through his hand, and the movemant is translated into matter. The work
as human action (genesis) Is movement both in the productive and the receptive sense.. .
Productive movement depends on the creator's manual limitations (he has only two 1;
hands}. ; i
The step from dividual articulation or structure to workmanship or craft: we may speak LI I
of craft when a unit of dividual structure coincides with the action ¢f the hand that makes din:
it, e.g. stone to stone, 1}

1B28[q §: Foundation watis of K. VWatercolour material craft

|
!
|
Sl
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The receptive process. The ‘receiver’, or viewer, who may be the creator himseif,
moves as it ware in the opposite direction. But he too moves wholly in time. First physi-
cally: evan on the simplest surface the eye does not in any one moment percelva every-
thing with equal intensity. Of this it is physlcally incapable, becauss the retina does not
register the whole image with maximum sharpness, but only Part | which is in the neigh-
hourhood of the point that lies on the straight lina through the focus of the lens and the

retina’s centre of sensitivity. If the aye wishes to see Partll of the object sharply, it must
turn upward; if it wishes to obtain a clear image of Part 1, it must turn downward,
The eye muscles turn the eye in thiz direction and that, from left to right, from angle 1o
angle, round in a circle, and the successively registered parts are gradually integrated
in the brain. The brain has the abllity to store up imapes and to make a whote of them;
the eye has the ability to return time and again to a spot for verification and confirmation,
We know of course that the image is actually reversed In the eye, but this makes no essen-
tial difference in the process.

Sahnery=cpilc nerva

Netzhaut=retina -

Zentrum der Sehschiirfe=centre of sharp visken
Linse=lene

Dreitelliges Objekt=ihrze-part objeect

ungcharte Auesenbazirke=blurred outer zones

I

st

i et

(below) Muskel zur Senkung=muscle for lowaring

Musakel rur Hobung==muscle for raising
Richiung Gehirn =towarda the braln
Richtung Obleki=towards the oblect

First stage
i g Slsrap
‘:,fh{,:Nm ¢TI0 rl
iy b » i
oty

15t Stage: The viewer takes In the middle zons, Part I. Parts I and Il produce a blurred
impreselon an the retina. The muscles for lifting and lowering the eye remaln passive,
they play no part.

as58

cemm =T Dittles

Muskel zur Hebung auigespannt, contrahlert=
muscie for raizing tenoe, contracted
Muskel zur Senkung =muscle for lowearing

2nd Stage: The eye obeys the viewer's desire to obtain a sharp image of the upper region.
The lower muscie becomes active, contracts until the eye is brought into a new position
where the sharp zone of the retina, the focus of the lens, and Zone Il of the object are in
a straight line.

Zone | 18 still perceived, but less sharply, whereas lli, which was previously blurred
passes ouf of the fleld of vision. .

£ simthbony Ungtirest Crdisdentt

Second stage Third elage

3rd Stage: Now the viewer wishes 1o obtain a sharp image of the lower zone. The muscle
for lowaring the eye contracis and the eye follows until the retina’s zone of clear vision,
the focus of the iens, and Part lll of the object are in & straight line. Part | remains visible
{though not sharply), while |l passes out of the fisld of vision. Thus the eye, like a grazing
animal, feels out the terrain not only from top to bottem but also from left to rightand in
all directions for which it feels the need. It travels the paths laid down for it in the work,
which itself came into being throuph movement and becama fixated movement.
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It travels these paths in different ways, according to the organisation of the work. If the
work is built solidly and clearly, with successive development of \falues, the eye molves,
grazing from the values that attract it to other values that attract it after the first values
een 'grazed over' [1].

:‘fi:fa l\.]'\.'orl« igformaﬂy firm and clear, yet governed by strong value contrasts:, the eye movelsf
more in leaps, in the manner of an animal hunting [2]. Or more rhythmically [4]. But i
the formal values of the work are not firm and clear, but fluid, if they themsel\fes are m.ove-
ment and flow, the eye drifts casually about in the current like a boat, or it sails as a (light)
cloud does in a gentle breeze or a storm [3].

Waoarks with mobile forms involve greater activity I 1

-7

360

a: Example with radialauxlliary lines and intensified
dynamic activity
b: Example with ordered development of values,

‘In composition main accents may be so chosen
that a contactis made; it catches the eye, which
can reat on it. But there Is also the possibility of
altracting the eye in a mobile way, without fixing

it on & point. In this case we should lef the ays move
freely (In physlcal terms we should speak of
'relaxation’; butthe physical context is imaginary),
Here again we have harmonisation. The force of
attraction can be preserved by the accentuation of
proportions. Whenever you bring different things
together, the question of proportion comes up, the
relation between things and their position. .
Progortion Is net only 2 question of actual
measurements, but a'so of the forces at work in the
measurements, It can be extended to produce

local density, simplicity, or complexity. In a
composition, one and one, ling and line, or

plane and plane need not always join. There can

be a dual procedure in which plane and line

operate independently to produce an organic
counterpoint.

From the point of view of the motif, the landscape
does nof stand there in iteeli; because we are
maving, it must at least take on a countermovement.
Man has made the landscape able to move. .
The mobile forces, as it were, of man's

relatlon to the landscape. This is the mobile attitude
we can take towards the landscape. What is close to
us passes qulickly; what Is far away goes along with
us’ (remalns within our sphere of vision),

Cf. The activity of works with mobile forms

[1,2, 3, 41 p.3so0,

1834/19: Mouniain gorge. Calout,

. E

at—
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Now let us aoply what we have learnt
to a tew examples.

Eirst example: Formal statement:

E Overall design: firm D

] Plan: vertical l

Articulation: firm

Development:
progressive increese

4 Function of forms

1 Direction of increase:
from top to bottam

Idea! statement:

The idea of the weight of matter.

i ¢f. Productive and receptive moveme nt, P57,

Receptively modified function:® arxd pp.ABY.9TE,

re

The eye of the viewer
saizas at once on ihe juiciest spotin
: pasture No, 1, compares it with No, 2,
Baca below  hich it compares with No. 3 etc.
Base below [1, 2].

Second example;

Function of forms

1 Basze on top

Fnr.mai statement:

Overall design: firm D

Functions: design vertlcal

Structure: firm

Dlrection of increase:
from bottom to top

Ideal statement;

Overcoming material gravity.

Receptively modified function:

The viewer's eye heads for the part
of the pasture whara the grass grows
thickest, No. 1, compares No. 2, and
then No. 3, No, 4, and No, 5.

Bsas on top [3, 4].

Dovelopment:
progressive increase




Third example:

——

3
b

Function of forms

Formal statement:

QOverall design: firm

Plan: vertical

Articulation: firm
and progressive decrease

Davelopment: progressive increasa

downwards to the middle
upwards to the middle

Direction of increase:

from the middle upwards
from the middle downwards

Direction of decrease:

e o < i — ]

ideal statementi:

Combination of the material materia|
and the idealistic interpretaticn ideal

Receplively modified function:

The viewer's sye is atfracted mainly

by values 1 and 2, vacillates between

1 and 2, compares 3 and 5 with 1 and 2,
and finaily compares 4 as well,

Base in middle {1, 2].
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Fourth exampla:

Function of forms

Formal statement:

Ovarall design: firm

Plan: diagonal

Articulation: firm

Development:
increase and decrease

Diraction of Increase:
from outside to inside

© SN\

Ideal staterment:

Overcoming of gravitation,
It s replaced by centrifugal force
(Cf.[2] p. 377},

Receptively modified function:

The viewer's aye I8 most strongly
attracted by the main weight 1, because
this maln weight also occupies the central
pasitlon, then it shifts round in a circla
ameng the four 2’s and in a new circle
among tha four s [3, 4]




1922: Tragedy. Oll. Note in Appandi. This teachas us that the movement of a picture need not be atressed as such. For as you

have seen, even the most static, rigid work has movemant. Navertheless, the guestion
N [- as to the nature of real forms of movement, of really moving form, is very much alive.
) It can lead us into new and richer realms of form. '
i
]
|
| Monday, 13 March 1922 Exercise:
I Pasture of a grazing animal, I1. Hunting ground of a beast of pray,
funciions of this part [1, 2] functions of this part[3, 4]

Linear dlagram from 1833/ 11: The wifi.

Colour.

In Tragedy the primordial, self-contained cantra l8
threaiened by the accented activlty of the arrow
pointing fram outside. Energles opposed to the
natural unfolding from within. On progresslon
Klee notes: ‘Proof of the meaning and truth of
figuratian from within: prograsslon from he centre
is allve, progreasion towards ihe centre kills,
Posesible positive-negative alternetive: sacrifice-
life.) \n Fragedy freely chosen movemsent with
shifting ground relations leads to

intetlocking actiona.

@ From the insida oui
@ From the outgide in

By conirast, the Aguration of movement striving for
extremeliberalinn, In The Wil. As g variation &n
the theme, the same tormal development in mirrar
image (drawing on trangparent papaer) bears the
title 1034/p 1% Forced issue. Gf, 'the combination

of the material and ideal views', p.364,

Coneentric and seceniric forces’, p.415.

Figures 1 and 3: The foundation of the movement is
rolatively statlc (cf, pp.362-954), 2 4

Figures 2 and 4: Radfating Irom & centra, the

movement is, (o various extents, given dynamlc 1. Possible combinations of I'and II;
:Er:,;:;g.:h o one character is suboardinated to the other
2] with p.377), or the two are given equal weight
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1987/1 1 : Maay-colaured Fghlning, Ol

‘ggventeen nodal points inside tne square. Nodal
points are points of aupport for fhe difflerant perts
of the plcture and lor the free space of the picturs

asawhole.' [1]—

‘Movements chosen on the basis of the 17
nadal points ineide the squara. Eaeh 9onstructl¥a

point of support serves as a new jumping-¢ff place.

Grpanic lightning In sguare [l
drawn according to polnt schema [1].
(Movamants choesen wlthin strict norm).”

E2

F3

Er]

¢

i

LE%

w
¥

.
=

4. Succession, or the temporal function of a plcture '
Movement as action and form

The real forms of movement Monday, 20 March 1922

By the functien of a picture we mean the way in which the movement of the picture's
genesis gets to the aye, and the way in which the movement inherent In the plcture
communicates with the eye and with the mind behind it.

This brings up the old atory of ‘effect’, but in view of our emphasis on the character of
movement in sach particular picture, we shall be speaking not of effectin general and as
sueh, but of tha specific effect of sach particular picture.

To distinguish and classify these variaties of eflect amounts to a classification of the
pictures themselves, -

As we saw at our last meeting, every work, even the most succinet, moves in time, not
anly as it comes into being {productively), but also as it is apprehended {receptively).
Qur eye is 30 constructed that it must take time to explore what it perceives.

Weary of tha familiar nature and culture surrounding it, the eye saeks out naw charms,
If it looks for them in a picture, it is first attracted to the region marked I:ly the most in-
tense development of picterizl energy.

An attraction of this sort is always relative. If we have a white surface (my sheet of paper
on the blackboard) that has aroused the curiosity of the eye, a deep black on it will have

-intense energy compared with the white. Or suppose a green surface has lured us to

examine it more clossly. Here a strongly contrasting red would be the special energy.
And similarly with white on black, warm on cool, lively on trangull, or the other way round,
higher on lower, stronger on weaker, harder on sefter. Or active on static, not to mention
all the other contrasts that can captivate the eye in a pictura.

| have a feeling (which the results of our last exercise seem fo substantiate) that | haven't
made myself quite clear enough. Let us start by peing back a little. '
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1922/62; Architeclire(yellow and viofel graduated
cubes), Qil,

370

IIn the piciarial sense the ‘product’ is a
,gpr'esentative or addiflve actlon (cembined by
addition). Fipure 1 with three values or stages

tef. p357). The recept represents the function
corrasponding to a praduct, i.e. a picture, 'Recepl’
{receplive movement) designates the way in which
5 orm is percelved hy the eye.

The deficiency of the eye ia its inablily 10 see tha
whole of even a small surlace, all at once with equal
gharpress, The eye must graze over the aurrface,
sherpen one part after another, fransmit one after
another to the brain, which gathers the Impresslons
and stores them in the memory."

The diagrams on p,360 show the itineraries of the .
aye. The accent is on the movement Every work
maves both pradectively and receptively In lime,
Boih in product and In recept the eye needs time

to work, Cf. pp.357-365,

Mate by Klee: ‘produciive-aceusative =the

quesiion where lo T Receptive-ablative =1be guestion
where from?'

| should like to show you once again how both product and recept! move in time. As my
preduct | choesa a very simple figure. But rudimentary as it is, it cannot come inte being
all at once even it | work with both hands,

third

white {ight grey)  white . ﬁlﬂ
© o Weus w'% .
. & 4
second

(dark grey)

first mf
s *
white  (black)  white Wk (“W’ﬁﬁ Wi

Product Figure 1 - _

This figure [1] consists of the facters 'first’, 'second’, and 'third'. As we see, this
product did not come into being all at ance, since it ook time. And, notwithstanding its
extreme compactness, it cannot be perceived ali at the same instant.

I
Ne: the stimulated eye leaps /

'first of all' to the strongest energy,
7
' e .
-

L2 @
This once again means succession,
a movement in time. k .
ff 4

[2, 3; 4] Receptive process in S
connaction with Figure 1

with which it compares the
'second’,

and with [ In turn the *third".

This receptive process, or ‘recept’ for short, represents the function of the preduct in
Figure 1. Now we have before us: [1] the product, a ptanar form, and the ‘recept’ [2, 3, 4],
a linear form. In one case active planes, in the other, active llnes that are functionally
connected. ‘

an

S Y




(] pIM. {2, 3, 4] p37L.

In the one case active planes,! in the other active lines,® which are not

{it goes without saying) dependent on each other in the same way (described above) as

the passive lines are dependent on this active plane: - or as here where

the plane is the result of lines, hence passive;

dit.

Recepls A, B and C, correspond 1o the product in l
Figura ¥, p.371.

- Reat £ (3 fy-1) fecap? B ufy 1) Regpt ity 1)

e | from the energy base, ar the successive devaluation of the principal values. )
- . These red forms diminishing in energy are the expression of the three values of our pro-
s duct {{1] p.371). At the same time the new form is a picture in itself, and as a matter of
) . fact it is a picture whose form is gne of pure movemeni. We shall make this last insight
1927/v 1 Sihips afler 1he sform. : )
Crayon drawing. ] still clearer with the help of a new product.

: |
| . . ! Looking more closely at the recept we see a movement getting smaller as it moves away ‘
‘ I
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1830;x 10; Polyphondc setfing for while, Product Figure 1
Watarcolour, Soulsf :
l —
: L [
il :
- Zf"’”‘?
i crst 1st r’:m:jn 2]
i et 2nd _
i deint 8rd
P vierk 4th
: fiinft 5th Jf[kiﬂj craf Q ng«
sechsi 6th “ndrgr )
P siabent 7th {
i achiens ath
: neunt 9th
i Schwarz black
Welss white At dut
weniger welss less while Lt
: whis i Gl ]
$bde]
' i
! [
_ | i
Polyphonic sefiing for while liustrates the The new product consists of nine graduated values, which for the sake of simplicity |

clomeniary form shown in Figurs 1, p37S. have distinguished only quantitatively [1]. A gradafion of tone value or colour valus
‘Polyphonic’ refera to the intarpenatration of

several tanalitlea or colour values, The pictura iz . would of coursa bring out both expression and functlon still more vividly. _

centric in charactar with transparent illumination, E In view of the centric character of this product, | find that in drawing the recept | shahl
The iransparency, the ‘pervasive light', increases have to schematise the gradation of values as nine concentric circles [2],

towards the centre, i
As contrast: lighl falling from above;illuminatianand
shadgw accumulating towards the centre. The eye s
moyvas slowly from the centre 1 to the successively '
waaker vaiues 2, 2, 4, 5, 6 (movemenl}, then leaps
fach 1o the slronges! enerpy (countarmoyement),

In schematic form:

The diagonals should also be considered. The stage is sat for the receptive action.
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Before taking up the product, let us consider the following little prologue. We have been
moving about in pature for some time and are tired of its out-of-doors impressions, It
seems & blessing to enter a dark house. K

The room in which we find ourselves is pitch dark, empty and black. The next room we
anter is also black except for a painted wall. Here our eye, intensely stimulated, leaps at
the pure white spot | have marked ‘Airst’. Then at the stili very bright ‘second' and
then on to the other, increasingly dark values [1],

376

10324y 17: Helical ffowers I
Black and white watercoiour,

10R6{R 2: Spiral flawers, Qil on canvas,

Splral Nowear:

denetic movement
from the Ingide sut
(growth),

.+ Recept

corresponding
to Produci,
Fig. 1, p.375

In this way the eye's path runs in a spiral round tha central white through the various
stim_ulus polnts [2]. The stimulus points move farther and farther away from the centre
but preserve their relation o it. : .

The product {[1] p.375) consisted of gsolemnly rigid and static forms; its recept [2), the
function of this rigid figure, is the purest canceivable form of movement, a spiral.- And in
every further attempt to: represent the functions of a picture we shall always acquire
forms _of movement; the closer we come to the essence of the function, the purer will be
the forms of movement.
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1939/M 4. Outburst of faar ifi, Colour.

'Digcontinuous arrangement of values, physlcally
lpoge-knit. No mohile contact betwean the
scatteced and fragmentary and the clear relation
that brings thing s together (farmal reesnstruction
nacessaryl, "Divialve Aiguration"” divides the
picturs In a diminishing er negative sanse, The
product must be divided. The part Is something
dlvided {from the rect, Tha part {quotient) can siand
by ilself or can ba recomposed Into a whole that
deviates from the product. Posaibllity of Impressive
dissaction,’ Tha formal tension of values In
Cuthurst of fesr |8 brought Into agreement with

the nner statement, the discontinuously maving
inner tension.

Examples:

1639, 1. fnloxication. Oil.

Colour reprodugilon in Giohmann, p.345,

19394G 12 Harbowr of . Pan and ink, Grobmann,
fe38.

Product Figure 1
‘Ses glossery
on pATS

D

© @

In comparison with those preceding, this new product shows a more irreguiar arrange-
ment of values [1]. The previous pastoral of the grazing cow has turned into the hunting
ground of a beast of prey, as will be clearly shown by the corresponding function picture,

Receptive preparation: For my first diagram of this function | choose a rather epic
system to be read fram left to right. On } | note the valuss, not in the order of rank, but,
in accordance with the isregular displacements of the product, from bottom to top in
the following order: third, fourth, eighth, ninth, firat, fifth, seventh, sixth, second. The
special position of first at middle height should be kept in mind. The sequence and order
of rank are not identical (Recept, Diagram i, p,381).
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—- T T T _1‘ For my second diagram | choose something
% more dramatic. The main value is inside; _
i . thus we have a central arrangement. The i
: values are grouped according to their :
! Recept, Diagram | relation to the centra of the product:
second & first {centre) Recept, Diagram [t
sixth sighth
i seventh fitth
i fifth ninth
i flrst L ] fourth
ninth seventh
gighth - sixth
tourth third

|
l
‘ . third t second
I
!

MR %y ke &

1
' [N vy or e u R LR
i RO LLE L TS BN T - T i
i LR ey s 3t Pl P i L1
a . Y v -, 1
3 LY PRSI Y o S i

\Tp

Receptive action. In both diagrams | put my notations in the position corresponding to i
the situation of the values in the product, and by connecting them in the order of their !
rank obtain two different recepts which intrinsically of course are almost exactly alike. |

1030 0E 5: Polyphonic-abslract, Walercalour,
Note in appendix
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[1] Recept according to Diagram 1| [2] Free movement an ' 1831/m 7: Figure, Colaur,
corresponding to Product Figure 1, p.378 constructive foundation

On the guestion of ‘how to represent things',

Klee nofes: ‘Representation according to

essence, contrasted with representation according

to appearanca or with physical and apatial

penatration, Accent on the processes leading to

the form.” Untike the example of iree movemant on

. constructive foundation, this *‘Agure’ {Latin: Mgura)
. indicates internenstration of outward form and

:'_ Tt Inner nature. 'The core of the matier Js a liberated
- . fealing for new possibilities tranacending the

realm of the stafic. Once realisad, tha ides of

. dynamle consiruction Irom the inside perceives

the specifically human content of this form from
Now that we have come o the mobile form, let us first make a slight distinction, within." The organiom i3 figured fkem within, on the

The mavement by which a formal element develops into a new formal elep-—rént does not basis of lts essence. 'Inwardly full of form.”

necessarily produce a dynamic form. The movement of a point into a mathematical » 'Individual’ figural proportion Is taken into account.
, \ Cl.1m31/L4: Th fvahonic, p2a6.

straight line - is indeed an act of movement but not a dynamic form, The same ling, 1. 101 ree subjects, polyphonic, p

s , . . o The linear-polyphanic sxample of p.84,
when it shifts to form a plane, is not a dynamic line, because it is then no longer any 1832/y 4: The fruit, p.6, Endotopic-exatopic, p.51
line at all, but a plane.

and [ntarpanairation, pp.129-31,
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Nor does the plane produced by the line's act of movement necessarily show dynamic-
character. A vizible dynamics is created only by successive growth or diminution in res-
pect of the quantity or quality of the encrgy employed. You remember the part playsd by
the scales when we were still rigid and siatic, weighing the values on this side and that
side against each other. But of what use are the scales when we want to measure moving
valuas? How are wa going to weigh things that won't stand &till? Perhaps some com-
fort will be found in the follewing conceptlon:

Is this little edifice with its one small foot expected fo stand? That will not be so easy.
So out with the scales, and this time let them be the gold scales! The weights are right:
441=2-+3.

But in practice the thing still looks rather questicnable. What shall we do? Let us, since
we ourselves are, after all, edifices made fo stand on small bases without falling over,
try to get the feel of it. What do we do to prevent ourselves from falling? What do we do
if we have not succeeded in balancing the weights inside ourselves, and have failed to
achieve internal staiic squilibrium. We flrst move one leg (enlargement of the base} and
perhaps a moment later the other, And in the end we walk; that makes‘,b’ailance easier.
We have hecome moving form and feel rather relieved about it.

But our little edifice on one foot can't walk.

No, it can'i walk, but perhaps there is another kind of movement that suits it, We shall not
enlarge ite base; on the contrary, we reduce the base to a point and set it spinning.
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Symbols of the figuration of
movement

The top. A vislble dynamic is created by successive increase or decrease in the guantity
or quality of the energy employed. No matter how accurately the weights dre divided, the
standing scale supported by the earth at one paint only will totter and fall [2].

Set spinning

ahout itself, it will

be saved from falling.
Then it is called a top

.

Every child knows that a top does not fall as long as it remains in meotion, ag long as it
epins [3, 4, 5. We can derive equal comfort from a rolling wheel, a child’s hoop, or even
a diabolo, the double top on a tense cord [6], which knows how to welk fightrope without
falling.

But thers are other paths from plane to volume by rotation round a common vertical
axis. Resulf: sphere, cylinder, and cone, and perhaps a double cone.

Comforted in principle by such thoughts, let us look further for a substliute for the
'obsclete’ pair of scales.
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The pendufum. A very Interasting little instrument is the pendulum consisting of &
little lead welght and a hair which swings back and forth from & fixed point p; pis the centre
of a circle, the hair acting as a radius.

The plumb-line

by swinging
back and forth
becomes a
pendulum

: Movement and
L corresponding
. eountermovement
lead {o balance

i
.

movement countermove ment

Essential here is the concept ‘back and forth’, i.e. the pendulum’s characteristic ability to
reglster the compensating interactior of movement and cou ntermovemarit.

In the swing of the pendulum new forces appear, which under cettain circumstances
shatter the domination of gravity. Then statics is suspendad and dynamics takes its

place.
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*The miraculous pendulum.'

The pendulum ts an expression of tamporal unity,
acomprom|se between movement and counter-
movemant; the symbol ol mediatlon hatwgen
gravity and momentum. ‘Drawing of double
parallellsm between static rast and rightward
pendufar movement.’ Balanced movament in
48-part circle.

Between gravity and momentum

TFT

N

N—

form of pendulum movement

In between, between statics and dynamics, ltes an intermediate realm, whose symbol,
the pendulum, represents a compromise betwaen the two realms.

One may say that, when a pandulum begins to swing, the force of gravity is suddenly sus-
pended, replaced by momentum. When the movement and countermovemant procesd
from a fixed point, the balance between them leads to the form of the pendulum's mave-
ment,

Gravity and momentum are clogely related

as7
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But this one instance of balanced movement and countermovement is not the only
possibilily. We can conceive of a less mechanical form, even of a highly sens_i_tive manual

movement. P
Let us take a very long hair (one of Mélisande’s!), attach the lead weight, and let the hair
hang slack.

Handled In this way, the lead will describe both movement and countermovement inde-
pendently,
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1934/0qu 7 Agitated, Pencil,

Throuph the combination and Intensifl cation of
movement and countermovement the tension ar
charge passes into & ‘neighbouring realm of
dynamlc movement'. The balanca of mavemant
{excese movement annulled by excess in the
opposite direction) extends the static analogy
in the chapter on balance (p.211).

The synthesis of construction and balanced
movemant poinis to the Intermediate realm
'batween siatics and dynamics'.

' Klae frequently attended Peffgas ef Méfisande at
the Weimar Opera.

Analygizs of the dynamic lungtlon in 18227159
Osclifating balance, p.350.

The main teasions move in two directions,
upwerd and downward : gravitation ¥

and as countermovemsant, momentum 4 [1]
{cf. ‘Formal and |deal statement’, pp.362-365.)

Measurzd by the norm ol an equal movement on all
sides of a square {iram the inside out) [2],

energies move in different directlons from the
|deal centre:! a fre balance of energles results In
static-d ynamic shift, balence expressing mohile
calm or calm movement that demande
expregalon [I].

I we take the parallelogram of forces info
consideration, the halancing action looks ke
this [4] {cf, pp2i0-211).

In a more dynamic picture [5] {with accent on the
maomenta) the balancinp action 13 concelved in the
form of a pendulym on a moving pivet, or the
ground-plane is moving; cf [2], p.399.

Starting from symmetrical kalance as the

norm, wa have asymmoetric eacillation, wholly
subgervient nelther to gravity felatic) nor ta
mamentum (dynamlg). Qsglllation should be taken
as compromlae between gravltatlon and
momentum {along the upward or downward path
followed by the eye). The deviations from pure
statlce point to the realm of

‘plctorial mechanles’! that |9, "to forms of

389

Movement and countermovement

movemants in the intermadiate realm hetweaan
statice and dynamica’. Gravitation and
momentum add up o earthly cosmic-fanalon.

Cf. *Static-dynamlc feneion’, p.303.

'‘Gravitation and momentum', p.3%5,

and the pictorial schemata on the firet and second
lawe of statles, huilding-up and falling-down, p.414,
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10220159 Osclifaling balance. watercolour,
Analysla o360,

'sum of Ingtantanecus movements wilh extended
shifts. [1] (anergetic theme in ‘onic and deminant).'
Exampes:

10€7: Liftle fester in france, p.130.

1927f 4: The tower stands fast, p.284.

1929/n B: (Liffe) fesier in trance, p.130.

19304 T: Twéned inlo a group, n.340.

1034/qu 22 Uphif and then whal 7 n.305,

19271 23 Alegoric fguring, Qil, Grohmann, p.230,
1830/h B: The mocker mocked. Oil. Giedion, p.1563.
1031)¥ 7: Diang, O¥f. Colour reproduction In
Grohmann, p.279,

We can go still further, from the loose manual stroke to the perceptible displacement
ol the central point p, and the pendulum wrlting becomes a transcribed expresslon of i
each displaced form (p— p;—= po— pg). _
Here for example the pendulum writing is a dynamic expreasion of vertical straight lines ,
and we arrive at a dynamic variant of the static figure [2]. We ¢an also draw the straight 5
form so that It seems to follow a winding path or any other form we please [1].L Or at any

given moment we can relax the drawing completely by dropping the form. The pendulum

becomes a gentle sling, writes like this, and like the countermovement of the fixed pen-

dulum the countermovement of the sling is easy to feel and complete. The implications :
of the shifting centre are carried  over to the extended forms of movement. .
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'In cennectlon with the sectlon on liregular
internal divisions ot the circle, Klee notes;
'Remem bar tha elastic tampo’.

Temparal and spatial movement cambined.!

Dynamilc shift of a stafic premise. ]

Irregular lines in circle with constructive nodal points as fumping-off points {fraely chosen
movement). Twelve-part circla with six parallels in six directions.

1 Notation by Klee on *picteslal mechanlcs’,
'Subotdlnate to methanles: statics: theory

of balance. Dynamics: theory of forces in a state
ol maotien, Kinematics: theory of movement,
Dynamlc processas are relevant to art in 2o far ag
they balance one another, in othar wordg

whare they partake of statics,’

{Cf. static-dynamlic tension and posttion of
balance, pp.178-181).

Static-dynamic tension.! The pendulum is a symbol of mediation between statics and
dynamics, betwoen gravity and momentum, botween rast and movement. If the motor
force weakens, gravitation reclaims its right. The.pendulum also expresses a unit of time.

Static tension pagsive

top

Static tenslon active .

- -
—— —

=

bottom

t
Linear analysis from 1837/R 4: Rfver irfo.
Qll. Note Im Appendlx. .

Static-dynamic tension
falling down { buliding up ¢+

Dynamic tension centre

e centre
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1924 /3: Inscription. Watercolour and pen and ink.

Gravity and momentum

Static domination,
hampered energy, gravity

by standing

or hanging

Hanging is a variant
of standing, because
the hanging point must
be solidly supported

The hanging pendulum is inclined
to wander into the dynamic
realm and swing back and forth.
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Dynamic, free
spontaneous energy, momentum

Spontaneous energy

Momentum

Anything on earth that shows dynamic
will seeks to overcome its gravity by
momentum; but whatever is purely
dynamic or transcendent, has normal
power of movement; it is mobile and
without heaviness, Its freedom

of movement is not obstructed

by any attraction as on earth.




1p; strang point aa centre. g: pendulum welght The circle. But something new happens when, as tha penduluml swings quietly back

“ and forth, we suddenly think away the force of gravity [1]. Or if we swing the pendulum

| with so much force that gravitation is ovércome, In either case the bond with the earth
is broken and the cosmic tarm of metion sets in forthwith: the pendulum begins to swing
round im a circle, which is the purest of dynamic forms [2].

1937{T 9: Sexlet of geniuses, Paste!,

1
|
|
|
1
|
1
1
1
I
I
1
|
'
1
+
1

Suspend
i T gravity here
_s
'1
|
| Circular movement of pendulum [3].
‘ In this ¢losed, endless movement, the need for countermovement disappears, and actu-
: ally the pendulum abandons it under the new conditions, The purest form of movement,
i . ' ' .
i the cosmic form, arlses through the elimination of gravity, of our bond with the earth,
[1]*Consiructive fo undatian: inner ; The c:Irc:ular form ren.'nains the same whether the movement is to the right or te the left,
extenslon of the natural dynamice of the In the circle the daminant power Is In the centre. The clrcle results from the primordial
circle. The fivefold curye. Dynamic gesture on the dynamics of a point connected with a dominant centre (by the power of constraint) [4].
basis ot free clrcular movemenis,’ _ All positions are possible; that is the symbol of dynamics,
5 Yet the force of gravity is still at work. There is no perpetuum mobile. If we confine the
eros of the pendulum to a special case—the arc of a cirgle—the plumb-line on the hori-
[2]' Comhlned time In relation to mavement: ! zontal is still a fundamental symbol. A kind of compromise occurs. More and more, the
1 unliorm tempo advancing, 1astar. : A1 line loses Importance [5].
2 uniform tempo retarding, slowsr. i ’:' \‘
tempo.' ’ . .
Partlal movaments on curves with flexible tempo / \\ When the movement is jerky, tension makes the steady state mobile, and things that are
&:-»._,_h L — already mobile are disturbed by its constraint. As a result we get irregular curves and
« spirals,
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From progression or regression of the radius to the spiral,

Concenlric squares each at an angle of 45° to the last. As you see, each-hew square is
smaller than the one preceding. Now we describe a circle round each sfuare. Tha radius
of the innermost circle is twelve or, if you will, six times smaller than that of the outer
circle. We connect the points thus obtained {12-part circle and square or 6-part circle and
square).
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The spiral. Thus we have made the acquaintance of a new force, which | call centri-
fugal as opposed to the force of gravitation, The pendulum swinglng In a’circle can
describe new shapes if the central point is set in -motion or if the movement begins with
the radiua, which either lengthens, producing larger and larger circles, or shortens,
making the circles smaller and smaller, until our little drama suddenly jerks te a stop in
the point [31.

Variable radius length combined with peripheral movement fransforms the circle into a
spiral. Lengthening of the radius produces the living spiral; dacrease of tha radius makes
the circuif smaller and smaller [1, 2].

-~

This last figure tells the story of the splral. [ts movement is no longer endless and self-
contained; the problem of direction comes up againe We have to know the ﬂirectiun.
because the lengthening or shortening [2] of the radius raises a question that is vital
from the standpoint of physics. The question is: Am [ being released from the centre
in a movement that is becoming more and more free? Or: Are my movemants more and
more bound to the centre, which in the end wlli swallow mé up entirely?

It is the direction that decides whether we are being released from the centre in a move-
ment that is ever freer or whether we are becoming more and more attached to a centre

that will ultimately destroy us [3].

a99




¢

)
Either: movement of the radius away from C ~t/ - Or:movement of the radius towards C. C=Centre

The question means nothing less than life or death.! Movement of tha radius in relation to
the cenire: progressive, ‘towards [ife, regressive, "towards death’, And the decision
rests with the little arrow.

We'll speak of the arrow next time, when we shall also take a look at my fine collection of
arrows,

1. Radius movement (progression) from the inslde out. Constructiva picfﬂre 124816
32 64 per ravolution). )

2. Twelve-part circle with arithmetic progression for twelve-fold increass or decreass
of radius. :

3. Spiral. Development during a single rotation,
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! Crossed out: 'freedom’ {or death),

Cf. 'two broken spirals', p.415.

Abfall or Abfdlle =lal|

Wendung zum Antrieb =stream turns vpward
Aulstisg=risa

Abfluss=dovrnward flow

Lésunpsschema der Aufgabe=golufion of preblam

Monday, 27 March 1927
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Exerclse in movement: ‘the fountain’,
not the appearance of the tountain,
but its nature. The hydraulic forces
considered as design but above all as
dynamic function. Sketch of solution:

T DU
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1929/3h 43: Mixed weather. Qil.

‘11 | broaden my concepts, | create a higher
perceptible whale. | give my picture new, wider
limlts,’

The water cycle

'Our epic has neither beginning ner end, This
can be remedied by inserting a connective.

But o connect beginning and end of a finite
temporal process is to create a cycle.

The water comes from the sky in the form of rain
and rises up to the sky in the form of vapour.
Thus [ guide my curve upwards and coemplete the
clrcle in the clouds,'

1 gaseous towards the sky
2 liquid away from the shy

The arrow

5. Cause, effect, and the figuration of dynamic forces

The organism of movement and the synthesis of differences with a view

to producing a whole characterised by mobile calm and calm movement

The solution of endless movement Monday, 3 April 1922

In regard to duration and direction of energy the arrow is a precise projectile. The very
simplest weapon developed from the need to extend our limited human reach: e.g. the
cudgel, prolongs the arm and increases its striking power, providing (direct) contact with
the target and satisfying our desire to atfain this target that is beyond our reach without
loss of time or other resources: with it | hit the otherwise inaccessible target without
stirring from where | happen to be standing.

A weapen-of this sort with a longer range is the stone we throw. It sirikes its target;
dispensing with direct contact, it reaches the distant object through the air, In order to
reach the object with some effect, it must, during its brief journey, preserve its force and
direction, direction as far as the target, and force even beyond.

It was not so much the inaccuracy of this weapon as the effort the thrower had to make,
that led to the development of better projectiles.

Beyond a doubt the invention of the sling shot provided such an improvement. | rememn-
ber how as a boy we cut hazel switches and picked up 'projectiles' in a nearby potato
field. We spitted the potato-projectiles on the switches; then we set the apparatus in

centrifugal motion, increasing it till the very moment that the projectile flew off the
switch.
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The effect was amazing. We no longer had to swing our whole arm as in throwing stones;
the switch relieved us of most of the effort; all that was needed was an energetic snap of
the wrist, extending to the forearm for barely a moment at the end.

in regard to the saving of energy, we had made great progress; the potato flew over
several houses, and landed ten, or even fwenty times further away then we could throw
a stone. And we weren't the least bit tired afterwards. But the accuracy was very ques-
tionabts, and in secret we admired the accomplishment of David the shepherd boy, who
had hit Goliath in the middle of his forehead which could not have been very bia.

We needed more accuracy, and we were also able to obtain it.

This time we cut forked hranches Y in the woods and fastened rubber bands

ta the ends, which ‘.:Y Q‘_.__,__ E——- e 1\

could be pulled far back. When released they gave the projectile considerable torce and
the direction could be regulated, We further improved ocur accuracy by exchanging the
stone for a kind of arrow that we made out of a hairpin.

A [ittle tasse! of coloured wool serveéd as a rudder, a handle, and alse as an ornament.
Related to this device was the bow and arrow, which of course we also learned to use,
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Econcmy cf energy and improvement of aim had been achieved. Both considerations had
exerted a determining influence not only on our litfle contrivance but also on the shaping
of the projectile which, because of its length, created little friction, while its stralghtness
made it easier to aim. The arrow had been born: the arrow consisting of shaft, tip, rudder.

The arrow consists of shaft
tip >
and rudder }.}}} »

The how with the further refinements of an aiming device, a contrivance to pull the string,
and a trigger to releass 1, is called a crassbow. The bady Is relleved of effart, one can
cancentrate on aiming. William Tell's shooting of the apple is of interest only because of
the emctlonal complications. If he had not been sa upset, there would have been no
difficulty in hitting the target with so perfect an Instrument.

Our modern firearms reach far back fo the blowpipe, which is known to every boy. Butan
important innovation is made in the arrow, which we still atavistically call a ball or bullet:
its two-dimensional movement. '
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1922/30: Muraf from the termple of
yearning=_thither 7. Watercolour,

Cf.ihe exercise;*Balanced structuresin the plane’

pido.

1 First veraion of the aentence: 'Man ia halfa
prisaner, half barne on wings. Each of the halves
percelves the tragedy of hig halfness through
awarenesa of his “opponenl”™,’
Cf. stching 1005/38: Hero with wing (Grnhmann,
p.108) and thia entry in Klee's diary:
‘Borna, danuary, 1905. The traglcomlc baro with the
wing, a modern-antiqus Don Quixote, Unlike the
dlyIne cremfures born with only one angel's wing,
thig man s lerever trying lo fly. He keeps breaking
hls arms and legs, but that does not prevant him
from clinging 1o his [dea of filght. | wished to
capture the contrast betwean his monumental-
solemn altitude and his already ruinous state.’
New version written afler 1822; ‘The source of
man's tragedy is 1he contradiclion batwaen hie
physical weakness and hls ideal abllity to measure
both tha aarth and the cosmoes at wikl, This cenflict
hetween power and weakness is the dlicholomy of
human exislence, Man is half a prisoner, half
borne on winps.'

*The concept of terrestrial cusmie tenaion’
{terrestrial-slatic, coemic-dynamic).

The lines in‘the rifle barrel give the projectile a rotary motion. One might call this modern
projectile a screw arrow or & drill arrow, because the two-dimensicnal forward move-
ment reminds one of a screw or a drill. :

{Note: the motion of big steamships and torpedoes is based on the same prIm:lpIe]
The father of every projectile, whether fired or thrown, hence also of the arrow, was thls
thought: how shall | increase my range in that direction? Across that river, this lake,
this mountain?

Whither? dorthee 7

Common to the arrow and all its offspring are: the linear motion and the length of the
trajectory in relation to the size of the projectile. The father is all spirlt, all idea, all thought.
Its motion can be mathematically straight, unaffected by obstacles, without friction
because it has no body; it can be as long as it pleases, finite or infinite. Man's ability to
measure the spirltual, earthbound and cosmic, set against his physical helplessness;
this is his fundamental tragedy. The tragedy of spirituality. The consequence of this
simultaneous helplessness of the body and mobility of the spirit is the dichotomy of
human existence.

Man is half a prisoner, half borne on wings. Each of the two halves perceives the tragedy
of its halfness by awareness of its counterpart.

The idea as intermediary between L
earth and cosmos? e
whither?

s .-?w"v}.,

Here, bondage

There, release

The longer the journey from here to there tha keener the tragedy. But it begins in the very
fact of the starting point, in the need for release from bondage, in the nead for becoming
mobile if one is notjust to be and remain so. Thus there is tragedy in the very beginning.
And correspondingly [n the continuation of the process: how can the arrow overcome the
obstacle of friction? Will the movement persist (certainly not indefinitely, but at lsast
that far), a little farther than possible, than usual?

In parentheses: And so yo arrows, let yourselves be winged, lest you tire too soon; let
yourselves be shaped so that you strike home, even if you do weary and do not strike
home!
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1937/L 5! Labife painter. Viatercalour on
blotting paper,

Dynamlc shlft of a static premlse.
*An amplification of the rigld, static analogy in 1he
chapfer on static balance,'

‘The psychology of the figuration of definiiely
directed movement: Productive: Question, whereto ?
Receptive: Questlon, where from ? In both cases the
same direction, direction united by the differently
formulated question '“where 107" or "where from?™
Aciivity or passivity towards the arrow changes
nathing in the actual direction of its motion,'

Examnples!

1922{78; Separation in the evening, p.tl
1922100 Scene of ca amily, 0310,

1022/158 Osciffaf ng balance, p.390,

1927/ 10: The ships sef saff, p.BD.

1829/s 7: Arrow in garden, p.56.

1929f3h 43 Mixed weaifier, p.402.

19301 10; Hovering before rising, pJ 78
193%/qu 17: The way lo the offy casie, p.168.
19367k 2: Afflicied city. Oll. Colour reproduction
in Gledion, p.1343.

1 Kl kept part of his collection of African Bpears
and arrows fn his studio.

A genuine African arrow of this sort' consists of shaft, tip and rudder.

Shatt
tip —_—

AN
and rudder >

yYv

The tip should not only cut sharply through the air, but should penetrate the target as
deeply as possible, and cling with the help of a barb. '
The rudder or vanes of such an arrow should add te its steadiness of direction, halp it
to keep its path,

Our symbalic arrow differs somewhat from the African arrow. The shaft is replaced by
the concept of ‘trajectory’ and the tip by the concept of the ‘tip rudder'. Thus the tail
rudder of the African arrow is no lenger needed,

The symbolic arrow is trajectory

fip and rudder
combined into tip rudder (aiming power)

And so our arrow looks like this:

N/ W/

The two lines forming the tip are equal in length and form the same angle with the hori-
zontal shaft; this results in a horizontal trajectory.

:; {L :
f d
Provided that a=h and angle a=angle 8, the result will be the horizontal trajactory C..
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If the two sides, or vanes, of the tip rudder stand in the same relation to the heorizontal,
the trajectory remains horizontal. If their relation to the horizontal is digsimilar, the tra-~ &
iectory is deflected by the vane with the greater deviatien {reim the horizontal.

. . Arrowhead n e ation. ihis t |
The paraliclogram of forces. Unequal length and angles of the tip lines result in a aynihefic represen | this tip
trajectory deflected upwards or downwards.

) will result fn this picture:
. the blgpger the ascending vane,
Ly : the more pronounced will be the rise

asb a>p
results in rising trajectory

Or this tip

v

will result in this picture:
the larger the descending vane,

b>a f>a the more pronounced will be the fall

results in falling trajectory

e \ The larger the ascending vane, the more sharply the trajectory will rise; the larger the
N : T descending vane, the more sharply it will fall. in earthly reality itis this latter which always
. - f forces, which is excellently illustrated g_ , ‘ . _
The L{mderlyutng prmcupl:_is itl_w parallelogram o ' On t:e pa;:lli:roqram o; f:rcea” - : occurs after a short while, for as the volootty is reduced by {ction ad micrleronce. o |
in so far as it concerns direction. ] cf. 14307g 10: Hovering before rising, p.112, :, o A : . |
Two forces 2 and & working in different directions result in 2 new force ¢ which proves  g9amw 5: Braced planes. Qil. Grohmann, p.400. ; a raction of the earth grows dominant and makes the descending vane more and more .
L L lghl (glider flight). QI ; important ([1] and [2] p.413.). .
to be a diagonal of the parallelogram formed by forces a and b. . 1982/t 10 Lift and fllght (glider fifg
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1832.1933: (Descent). Oil on burlap.

Change of direction (rising and falling) in the
realm of horlzonials, 'Herlzantals develop from
diffarencas of weinht In gravitational movement;
they reprasent total subleclion o the law ot the
plumb-line. The absalute domination of this power
of the plumb-line is the dealh of sponigneaus
movement {stratificatian), All veriiesl siraight
lines are abstracts of the first law of atatics, the
law of pravitetion.’

In earthly lerms horizontals (as g fixed dimanslon
without independent movemani) are the result of
pravitatienal ferces in one diregtion, 'The
mavement becomes unequivacal when the ground
is concretely present and locally defined.’
Mayemeni [tlse and 1all) increases and decreases
In relailon to the dimensions that remain flxed,
The increase and decrease In the height of
horizantals point to the amount of iime that passes.
Movement In a definite directlon:

peak of
movement

productive: starts recaptiva:
to sirike meving to be struch

Cn the 'peychology of the phenamenon’ Klee notes:
AN Brrow is an arrow, activity or paesivity towards
it has no efiact on its actual direcilon of

maovemant, | strike with the arrow, the cbserver

ig struck. The productive indlvidual strikes with

the arrow, the receptive individual ls siruck by

the arrow.'

Thus the terrestrial curve appears as finite movement [2, 3];

tight garth end

in practice the end occurs at the surface of the earth, in theoty at tha centre of the earth [4].

F actually stops af the surlace ol the earth, doea not quita reach the targat.

centre of
the marth
as target

One of the principal forces in nature is attraction. We call it gravitation. The notion of
welght is connected with it. In our gravitational realm of sxperience, the earth (or, actually,
its centre) always wins. '
Felling Is for us an empirical, terrestrial business. These processes take place ditectly on
the earth, The falling body tends to continue towards the centre of the earth,
(Prematurely completed fall: a common occurrence on the crust of the earth.)

The straight trajectery (rise} undergoes a transforming influence, Here velocities play an
esaential role. Through this influence the straight line, temporarily at least, is transformed
into a curve, deflected {attraction of the earth) [4]. In earthly reality it always begins to
fall after a certain time. Then the traectory runs straight again, When the descending
vane becomas more and more predominant, the curvs ends as a sfralght line (with the
centre of the earth its goal) [4].
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Pictarial schemata of the 1st,
2nd, and 3rd laws of statics

1. Falling leads o the centre of the earth but stops on the first available horizontal shelt. {The possibility of compensation)
2.The displacements leading to balance: building is the preventicn of falling, either by a

raising or by a contrary movement of the main ledge. When constructed things fall, they

end as horizontals, and the same is true of fallen man or heast. The pair of scales is a

hotizontal on a built-up point.

Static bodies are of their nature constructed to cling to the earth, The animal as herizontal,

man as upright construction. Contrastingly, dynamic bodies are constructed to hover

and glide (their innermost essence, the bubble).

Static movements . -

The laws of statics translated plumb-line, falling counferforce, building  * Fer example; asa note in appendix.

into pictorial abstraction?

All straight lines that run vertically are schemata of the first law of statics {gravitation).

Straight lines that run horizontally are schemata of the second law of statics (horizontals,
strat/fication as conseguence of grayitation).

Possible compensation in the case of
falling

Possible compensation in the case of
building _

r

The compensating dlagonals are the third law of statics.
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1In contrast to the earthly curve (p.413).

Concentric and eccentric forces. In contrast to this* we have the cosmic curve moving
away from the earth ad infinitum; l.e. becoming a circle or at least an ellipse [1]. '

At these heights developments are also conceivahle, even if ene knows nothing about
the changing orbits of the stars. One can conceive of such a circling as the grewing
thread of a screw [2].

Which in flat projection becomes a spiral with positive movement [3].

But if we suppose conversely that a ¢ircling star comes too close to a larger star, so that
its circles became increasingly smallar, we arrive symbolically at the death spiral, whose
curve of movement becomes smaller and smaller, leading deceptively to nothing. What
is deceptive about this picturs is the ferrifying rhythmic acceleration towards the end. The
concentric vane of the arrow's rudder hecomes increasingly dominant as the catastrophe
approaches [1] p.417.

'"Two broken epirale (hasad on a progression
in the 24epart clrcle), The fragments first
In¢rease toward s the cantre, then dacrease;
they become feverleh before dylng.'
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Anyone who would like to experience this need only imagine that he is a round ball, in
centrifugal motion round the inner wall of a funnel. The curves grow narrower and
narrower, the rhythm faster and faster as he approaches the bottom of the funnel, the
dead point. There is no escape unless a gate opens somewhere, uniess a new repelling
or attracting force makes itself felt as it does here:

2 ) :-‘ I
e 18 henisy Weptoifen
attracting repelfing

The beginning of movement in Figure 3 is

concentric (towards the centre). In the course of

the movement an opposing eccantric force makes

itself felt {(driving away from the cenire).

Force and counterforce (of the concendric and 3 ﬂ"-’ﬂ @#’MM
eccontric vanea} unite in a synthesis that

determines direction,

Cf. Cause and effect [1], p.418,

or synthetic concentric eccentric i

where through the appearance of a new force the concentric rudder vane cedes its
193804 18: Fimid Srote. Ol. position of dominance to the eccentric vane [2, 3].
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With this phenemencon in mind, let us pass from the symbo[ ta the composnmn shown
in the diagram [1]. .

Ursache =cause Wirkung =effact

As you see, | distinguich between cause and effect. For the purpose of my diagram, the
causes, treated analytically, are coneentric forces A, and A, and éccentric force B; the
effacts, taken synthetically, are the negative splral A and its emergency exit B. | assume
that the arrow, censidered in itseH, is itself a synthesis of cause and effect.

The two lateral vanes, ar the two sides of the parallelogram of forces, may be taken as the
causes of direction [2]. The diagonal may be considerad as dependent on them, that is,
as the dirsction resulting frem them [3].

But we find a new relation between cause and effect as soon as we turn to the averall
P compositional synthesis of cause and effect,
) Then, seen from a broader peint of view, the concentric forces A, and A,, the forces

f;:;ypfs;m - that would like to lead the spiral mavement ad absurdum to the point C (centre), may be
1039y .,;mdm.;;,o:ms 1, pare. regarded as the causes (hostile to movement), while, in relation to these causes, the tra-
1838/ T2 Toriure, Ol 1338/R 14: In ilself. Drawing. Grohmann, p.8. lectory of the deflected spiral arrow is only an effect (Effect A, Effect A, and Effect B},
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One of the first exercises in movement | shall give you after Easier will be:

Determine the causes of this effect, and represent them in P S
a free drawing:

Assuming that you have understood what | mean, 1 shall now pass from the schematic
composition to the delineation of moving forces. How, for example, | ask myself, can one’
reprasent Cause A,7 ’
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1939/MN 5: Fleeing wormnan looks back.
Pencil drawing. Synthesis of causé and affect,
Cefinlte diraction of movement.

Examples:

1830/d 7: Twined inio ¢ groupy p.340,
1931)p 11: Air currents, p.320.

On causgallty sea note in Appendiz,

The creation of moving forces

! Note by Klee: 'The receptlve process cenflrme
thia asaumptian.!

£ The first varsion ol 1his sentence was:
‘But the aye rushes towards the contrasting
partigular, rushes towarda point z."

in our diagram, Cause A, had roughly this form;

/ ____,ﬁ
__.___%j/
———
=z

—

L
%

\

R :

It had the shape of a horn, broad as it emerged lower left, ending in a point z (centre)
upper right.
Cr if | unlte the moving particles, this form:

The black arrow

The moevement of tone value (from white to black). This means a development or
increase of energy aloeng a curve from lower left to upper right. In the present picture it
means a devefopment or increase of black energy starting from the underlying, 'given’
white. A black action smanating from neutral white. If this order of energy is clear, the
direction of the movement will be so compelling that the symbol of the arrow can be
dropped.r The given white is seen everywhere, one is accustomed to it; the eye takes
little interestin it. But in response to the more particular contrast our percepticon increases
In'intensity as it moves towards point z.%

This extraordinary increase of energy or, receptively speaking, of energic fare, is com-
pelling in regard te direction,

Or, to go beyond black and white:
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Contrasts in colour temperature (cold and warm coelours).
The hot arrow: heating. Given water; enter fire. Here is the scene: [11. Or in the realm
of colour. The green-red arrow: Given green; enter red [2].-

b, Eclom

Table of colour heating {frem cold to warm, chiefly from blue to orangse), A movement of
this sort is called 'heating'. Here is our heating table in the form of an arrow; starting
from the given ‘cold’ [3].

The ¢old arrow: cocling,
The opposite movement, starting with ‘burning hot', is known as ‘cooling' [4].

A.A_'sr

Table of colour cooling {from warm to cold, chiefly from arange to blue), Given fire; enter
water, Ai first it produces steam; than the water gets the better of the fire, until the partly
burned house is entirely under water (the fire is out) [5].
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Waaser
Dampf
Feuer
lalt
heiss

water
steam
fire
cold
hot

Gefriarpunht freezing point

Giihpunkt
¥an

Iu

rot
Rotpipfel
arange
gally
griin
blau
violett
frau

polnt of incandescance
from

fo

red

rad peak
orange
yvellow
green
blus
vialat
arey

The movements of colour tonality, Let us briefly touch on the movements of colour
tonality: increase of red, Given: lack ef red, i.e. vary little red.

| ' ; wm;,z,r\' i

The red arrow L—?‘wgeﬁ ! "‘"“'Cm;l- red ‘,' Yo nshoe not "' B Sepfd -
. L - [ Pasunid
lack of red to more red red summit
from ligtle red 1o all red

Or the other way round, reduction of red, and ali the other possibllities of crescendo or
decrescendo. Long leaps are the result of greater enargy than half leaps. Secondary
contrasts, even directly contiguous, soften the expression of energy. This gives us an
abundance of possibilities, We need only avail curgelves of them in accordance with
ourinner need, and the details of composed movement will lend themsaelvas 1o figuration,

Synthesis of tonality-moevement and temperature contrast. Tonality moves back
and forth between the poles of white and black. The ‘given’ white is the light as such.
For the present all resistance is dead and the whole is without movement, We must
intreduce black and encourage It to fight: to attack the fermless domination of the light.
We are equally dismayed by the formless preponderance of a black surface, on which
our source of light casts no waves, either big or little. In this case we ally ourselves with
white and employ this kind of energy.

We must organise a war game, flowing visibly in both directions; we must make energetic
use of both poles. Every vital expression inthe realm of tonality is in some way connected
with the two opposite poles, black and white. It is they that land tension to the play of
farces on the black-white scale.
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The dimension. of tone value: the concept of illumination is situated in the 'up-down’
dimension' uppermost the light, the sun; right at the bottom, the concept night [1].

fop light 2

O sun warmth

Without action bottom dark left cald ! i right warm

The dimension of temperature contrasis: the concept of temperature moves in the ‘left-
right’ dimension [2] :

The movemeni from light to dark and dark to lighi, up and down with variable #me-scale.
Where white is the premise, black is the agent, or vice versa [3].

The movement from white to dark gives an |dea of the vast distance from one pole to the
other, the distance from the very source of visibility to the last limit of the barely vislble,
or the clash of the two extremes in open battle.

Seen in partial actions: where the span is large, the full swing of the pendulum from
black to white gives force to the action; where the span is smaller, the radius of the
swing |s lessened, the rift between the opposites is made less severs.

light -1' light

| kN P

e

_ . o R
cold. warm temperaturg| ————x cold SLe warm

1 ”

& ’ \\

E -, ~

dark = dark

If a colour action is added to the light-dark dimension (up-down}, the sqhé'lila is broad-
ened by the dimension of temperature contrasts (lefi-right). The two dimensions com-
bined give two directions for movement and countermovement. As the combination of
these two Is increased and decreased we find, in addition, the dimensien *back-tront'.
It suppests a top made of a plumb-line and a disc, [4]),
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devlatlon counterdevialion  cold

‘6__,

& dark

The temperature contrast would be easy to see if we really had a colour sphere in front
of us and set it genily meoving about its black-white axis [5].

The sphere fulfls itself at least as the shell, the outward surface of this synth9519 of
light and temperature: :

The reciprocal movement of the arrows is a symbeol for balance between move_men't and
couniermovement [6]. Spatial balance arises through the combination of balanced
motion In depth and height. Spatial balance means: ‘meaningful and forceful position
in the whole realm of colour and tone values.

Visihle movement is created by an Incroase or decrease in the quantity and quality of the
energy emnloyed. Through tension, the state of rest is changed to movement. Movement
and countermovement give rise to dynamic balance or the purest of dynamic forms, the
circle,

In the eircular line a closed, endless movement |s effected, there is no longer any need
for counfermovement.

Mevement and countermovement combine into a centrifugal swing of the pendulum 7],

The belt with the calours of the spectrum is the equator so to speak [8]. The black and
white points.are the poles [7]. The grey point is equidistant from all five basic elements:
white, blue, yellow, red, black. :

The colours are on the |eft-right, back-front plane, purest at the edge of the circular
line. The purest cotour relations are found on the periphery. The lastlimii of tofal balance
is gray, harmony without life.
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The development of movement The development of movement, that is, the composite (simultaneous) olperation of .or-
ganic parts in an independeﬂtwhple, characterised by calm movement and mobile calm; a
statically dynamic or dynamically static whole, which can be achieved onlywhen movements
are joined by countermovements or when we find a solution whose movement has no end.

Part of this text is in mirror writing. From right
to left: hot, from warm, to medium, to cold.
Klee wrote with his right hand, but drew and
painted with his left. He did mirror writing with
his left hand. This is particularly evident in the
titles or legends of his early etchings, which he
inscribed on the copper plate in mirror writing.

(in mirror writing): to cold  to medium  to warm

hot
hot: fram warm to medium to cold
hot

(in mirror writing): to cold to medium to warm

'Struck out: ‘Every higher organism depends Our attention is called once more to the swing of the pendulum (.386): dynamic com-
on the synthesis of differences.' ¢f. p.428. pensation of errors or overshooting by errors and overshooting in the opposite direction.!
More about this static analogy may be found in the chapter on static balance (pp.209-211).

1938/J 12: Sowrce of fire. Oil on canvas. .
~ Infinite movement At last we approach the centrifugal swing of the pendulum (p.397), the infinite movement
Shgpla The colour circle in which direction becomes irrelevant. First of all | omit the arrow. Thus | obtain a com-

i 2ot . Color. bination of heating and cooling. Pathos turns to ethos which, as you will see, unites and
1933/g 20: Hot place. Colour. i

1940/G 12: Death and fire. Oil on burlap. d encompasses forces and counter-forces.
Colour reproduction in Grohmann, p.361. '. So we drop the arrow, The movement may be from left to right > or from right to left <.
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red
red-red-orange
red-orange

A centre erherges, central grey.

- W N =

orange-orange-red
otange
orange-orange-yellow
yellow-orange

® -~ & &

yellow-yellow-orange
9 yellow

red
green 10 yellow-yellow-green

blue / grey \ orange

violot vellow

11 yellow-green
12 green-green-yellow
13 green

14 green-green-blue
15 blue-green

16 blue-blue-green
17 blue

18 blue-blue-viclet
18 blue-violet

— Movement countermovement g——

20 violet-violet-blue
21 violet

22 violet-violet-red
23 red-violet

24 red-red-violet

As this becomes purer, so the grey becomes smaller and smaller. In theory it even
shrinks fo a point. For to the left of the grey point

green grey point red
5

-

green is still dominant and to the right of the point, red. Through purification of the grey
the green-red and violet-yellow scales of movement are bent. But if | let the purity of the ‘
grey complete (unify) itself in the point, the two scales will inevitably be transformed into | |

diagonals.
|
violet red violet —77 7=« _red
7 \\
f/ a
/ \\ This brings us to the colour ethos, the colour circle.
rf \ The flat topography of the spectral colour circle (in segments).
2 V] WSOy - - = e ——— orange blue ¢ — | orange
\ | ' , . I
1 ;', The spectral colour circle is a rainbow, gathered in and crushed.
\ e : paily o ; i
\ / [2] By carsfully balancing the movement and The arrow is gone; we no longer say ‘that way', but everywhere, which includes ‘over !
e, Fa countermovement of colours on the colour circle there’. I
green yellow green ~——_ _—" yellow we neutralise them all. The result is grey Every higher organism is a synthesis of differences.
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1933/J 16: Shatlered key. Qil on canvas.

‘A picture can often be comparad te samething.
Then it bacomes a symbol, and symbols by their
very nature mean many things at once, Then
perhaps one is reminded of something else.
Something poelic, poetic | say, not literary,
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something that also seems to speak symbolically, as
though a certain diffidence stopped it from putting
things the way they are. To write poetry means to
choose words and arrange them in such a way as to
produce balance and impressive images. To this is
added the freedom of creating. The connection is not
clearly defined, but also has a symbolic character.'

1V. The articulation of the pictorial whole ‘
The development of movement

Types of articulation and their evaluation

Subjects and parts




1030/Y 6: Shattered labyrinth, Oll and watercalour : : 1. Not . . .
an paper ptepared with oil on canvas, ‘ - Not the work that is, but the work in process

The building up of multiplicities into a unity. The development of the whole
Repetition : ) :

in cerfaln pictures you can interpret one thing or

another in relation to its form, or prototype.

Sometimes the things are far removed from the

prototype. So many steps have been taken in .

converting the experience, Often, on the other | . fst E)_(erclse: Monday, 15 May, 1922

hand, there is more unity, because there is no
tie with deflnite concepts. We freguently see _

My last word: Every more highly developed organism is a synthesis of differences.
forms that can he interpreted in simple terms: '

leaflike, flowerllke, animal-like, human, constructed, We a.rrived at this insight b.y the analytical method, that is, th roth critical examination of
artificlal forms, or technological, earthly, airy, : E the|d|ﬂ‘eren‘ces (the parts) in themselves and in relation to each other and the whole.

solid ones. Or two tendencies appear, the one i I tried to give the differences some sort of face, some sort of meaning that would be
mare, the other less exact, A mixture full of fogos i more than formal. Of course, our practical solution of the problems that came up had
and ercs. This produces a characier, a certain first to be formal, in accordance with our craft. But the underlying idea was expected to
reconstruction of the prototype. The distance I dive a natural character to the component features, so that the composition C0u-|d find

from the prototype can be so great that we put .
its own nature. W i i i
strange things together, Somelimes we can | & were determined to avoid formalism, the new academy.

distinguish the narts guite easlly, sometimes with P 3 ) .

greater difficulty, and somaiimes not at all. Along Cf:the note on the six exerciacs, p.437. At the beginning of last semester! | started with the simple, self-contained movement of
with the distant prototype the "I" is still present - the line:

the active *1*, which enters Into a relation with the
prototype and sometimas hrings in experiences )
pathered elsewhere, Something Intrudes .

which, unless it is given artistic tarm, will

perhaps be regarded as a forelgn body.

If the conflict between the prototype and the ¥ is

justified, we have an active pracess. : then | showed by a few examples how this melody can be ‘accompanied’ or transposed
Then perhaps it will be best not o let the last l' so that It spreads out (filling or determining the surface), Then | attached the line to a
ihread of content snap. It is often better 1o preserve . number of points,

some thread of connection with the prototype.
Even in the most abstract pictures we can detect
the thread of connection with the prototype. To
R be sure, one needs a special kind of experience %
- {o be able to appreciate this. Sometimes you can
guess the prototype of an abstraction at a glance,
hut sometimes the cnnnelcﬂon is more circuitous
and ceases to be discernikle.
CF.1630/U 8: Labyrinthine landscape. Watercolour
and 1839/U 11: Labyrinthine park. Watercolour.

giving it this succinct, restricted character.
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1832/2 18: The step. Oll on burlap,
Synthesis of pasic formal diversities,

‘4 man walking is a combined appileation af the
rules of locomotion, which as we have séen are
rules of staflcs, This spontaneous movament of
1he man welking is a shifting of weights, Hig
balance |3 8 movernent away From the vertical,
always compensated by a sorreaponding countsr-
movement. Construction combined with a

Iataral shifting of weights, “'First this way" and
“ther that way"! These notions can ba
reprecented abstractly through the contrast
between thé active (the particular) and the already
accomplished (the inactive},'

'Cf. Aclive, middle, passive, pp.H15-116,

‘Gf.pA20,

Then | tock the step to the first basic formal dlﬁerance by carrymg the line back to |ts

slartlng point:
free; Q rastricted: /\

Here 1here can ne longer he any guestion of elementary linear effect: the affact is planar
The free circular plane and the constrained square and trangular planes, But these are
not elementary planes either. For you do not produce elementary planes by circum-
scribing a space with lines (l.e. point movement), but by the movemant of lines.

Either: . o shifted to preduce this effect:

or twisted to praduce this effect:

from an elementary point of view is neither line nor plane, but some sort of middle thing
between them. The preduction is linear, the movament of a point, but the result is the

illusion of a plane,
Thus we may dlstinguish three characters:!

Thus a figure of this sort:

l. linear T T e
— " ::TLE:::
I1. middle N O L] <O
L. planar . A . |

land Il are elementary characters, Il is an intermediate character, a hybrid. The character-
istics meet only in the middle zone® (Fig. 1, p.438).
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1831/M 18; Enéiwined curve with positfye-negative
plane formatfon. Pencll drawing.
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1938}y 111 Tale of Lhe three fishermen,
Gouvache,

4
S hours of the summer semester of 1922 ware
set aslde for recapltulalich. They were devoted to
problems and ideas from the 'Contrlbutions to &
theory of pletorial farm?,

1st exercise: Monday, May 15, 1822, pp.103-120,
2nd exerclse: Monday, May 22, 1822, pp.421-427,
3rd axarcize: Monday, June 12, 1822, pp.407-408,
4th exercise: Monday, June 18, 1822, pp.197-214.
5th exercise: Monday, J une 26, 1922, pp,217-235,
343402,

6th exercise! Monday, July 3, 1822, General review,

In cerialn of the exercises, the problem lg 1o combine

two or moye pletorial elements into g synthesls.
These problems are mare than review exercliaas;
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they are alsc devoted to the analysis of form,
praductive method, atructure, and organisation
ol parts into a higher pictorial whola. The accent
ls on & broader outlock that will make for netural
harmeny In the work, on content as opposed to
caleulation and formalism. Klee's formulaiions of
the problems are brief and epigrammatie. Ha calls
for a ireer method of wark, 'Please do nat',

ha wriles, 'taka our diagrams as models In regard
l2 form, but only In regard ta meaning. Work
naturally, from within, so that yaur pictures will
come alive." Aceording ta aninner logic, not by
calculation. In the genersl review one sentenca
asaumes central Imporiance: 'But no work s
just a result, not & worl that is, but frst

and foremast genesis, work that Is in progress.”
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Basic relations in positive-negative-plane
formatian (and treatment of relief):

‘| Exotopic accent

Il -Change of barder contrasts {middle zong)
Il Endotopic accent.

In spatio-plastic treatment (muiual penetralion or
mixture) 1he accent is alternately endotopic and
egotopic. Balance between active and passlve,
heayy and light, Further examples: mutual
penetration, three-dimenslonal Interlacking,
tranaparent and polyphonic overlap,

1991/r 9: Siakim. Oil.

1931/p 13: Bu's head, Colour.
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1940/ 13: S&f fife or 2816 Felruary,
Oli.

‘In conclusion, one more variant In which an
accentad line borrowed {fram seme indlvidual is
Indlviduatly divided and in which the slructured
plane and the struciureless plane (or tenalities) o
every sepment are 8o related thal the two kinds of
plane rlternate both horlzentally and vertically.'

19404 10: After the aci of vicience,
Colaured paste on paper,
Positive-negative plane larmation.
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1939/CD 15: O the rumours! Tempera and oil
on burlap.

Limeat-active actina. The plane as middle zone
batwaen |lght and dark, blurred and clear
(Intermediate character). Centent: interpeneiralion
of ezaence and mpearance.

16t etercise:

Summing up: Simple static line movernant,
Lina with resiricted character. Tha baslc formal
differences: active, passiva, middle, An
underlying idea should give the component
diflarances a natural character. Syntheses of
differances into A higher organism.

The exercise calls or an attempt at compesition
with the three alemants: ling and plene fully clear,
the middle zone plurred (In practice, tone-valua
movements or colour ionality}.

Examples:

1982/ 10: View over the plain, p.8.

1932/k 9: Tandrit, p.104,

1831(S 18: Mosale from Priiua. Colour
Grohmann, p.AX.

1931/T 16! Steamers and saifboals towards evening.

Calour, Grohmann, p.4Q1,

1832/K 2: At anchor. Gil.

Colour reproduction, Grohmann, p.313.
1832/% 14: Ad Parpassum. O, Gisdion, p.132.

{938°E 7: Stormwy mise-en-scene. Colour,

'Even if you try for eflecis and by some indjrect
process oblain them, you shoukd alse hope fora
correspanding action and function, You must
demand that the illusien express something
definabla in the function. It should be possible lo
gay: this is an opposition which is not resolved,
which foes not make use of [is power. A play of
forces, An expression of it might dominate the
whole picture.

To represent light by means of bright colour is
old stuff. Lighl as colour movement beglns to ba
somalhing new. | try to show light simply as the
unfolding of energy, io accent the light
psychologically, in those places where the ming
needs |t not where nature sets her highlights,’

nd axoercise!

Flguration of dynamlc lorces, Development and
increase of energy with movernent (n a single
directien. Funetional values or increase of energies
should be characterizsed first of all quantitatively
{extension, measure) but weight (tonality) should
be included, Keep these two elements in mind:
Measure: line, plane and welghi: tone value
{movaments of colour or tenality).

Pathos: Impetuous-e:pqessive. '‘Acearding to
appearance’, not ‘according to essance’.

Examples: maasura and weight structures
{chess-board), Mataerial strustures in nature
bones, tendone, muscles. Plant examples, the
cycle and its function. Organic and usaful
connections, What we want |s the appropriate
tholce of argans In their spatial {messured) order,

Tonality movements: lighting, temperature contrast.

2nd Exercise: Monday, 22 May, 1922,

A movementin colour or tonality with definite direction, possibly with countermovements,
with a view fo balanced cemposition. Pathetic character, yearning in that direction
perhapsd the goal comes to meet you, or at least you take a few comforting looks back
ovar the path taken.
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3rd Exercise, 12 June, 1922, Problem; the sthical character of movement?!
The development of movement, thatis, the composite (simultaneous) operation of organie
parts in an independent whale characterised by calm movement or mabile calm, ¢an be
achieved only when movements are balanced by countermovements, or when we find a
sclution whase movement continues indefinitely.

At last we appreach the centrifugal swing of the pendulum, endless mcyement in
which direction becomes irrelevant. First of all | omit the arrow. Thus | obtaln a combina-
tion of heating and cooling. Pathos turns to ethos which unites and encompasses forges
and counterforces, 5o we drop the arrow, The movement may be from left to right - or
from right to left (==spectral colaur circle, Ed.).

Every higher organism is based on the synthesis of differences.
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1439/P qu 11 Arrogance. Coloured paste and cil; -
yellow wrapping paper en burlag,

ard enercise,

Ethical character of movement. Qualitative
characlerisation of the actlon. *We are strlving for
a crystaliisation of the accidental, Inclusjon '
cfthe cencepts of good and evl| creates an

ethical sphere, to which corresponds the
simultanegus conjunctlan of lorma, mavement,
and counlarmovernent, or to put it mor naivaly,
represantational contrasts {in the realm of colour,
use of dacompossd colour contrasts as by
Delaunay), Every element demands a camplement
il itis to attain & stale of aelf-cantained rest,

above the play of forcas. From abstract formal
elemants a formal coamos ie created, transconding
thelr assembly Into concrete beings or absiract
things such as numhbers or letters.' Accardlng to
Klee, ethical means: moye accarding to the essence
than accard|ng to the appearance, causally real,
inward. Qualliative representation of the
functional or dynamic character, Quallty=calour.
In the realm of colour, combination of heating and
coollng, mavermnent and countermovement, leads
1o endlage movement, the spectral colour circle,
Movament towards a ganl must be based not only
on its effect but also on Its cause,

*According to your inner need.” Qualitative colour
differences: temperalure {warm-cald), illumination
{light=darh).

* Note In diary: "There ls an ethical force
in such calour.

1932/ 12 Deceagsed mefancholic,
Black and whité watercolour,

'This new energy is probably a litile heavy at first,
it pulls things too much to the leff, | shall hava

to put In a considerable counterweight on the right,
in order to restora the balance. And he heeps
adding a bit on this slde, & bit on that side untll

the scale is balanced. And he is overlovad H his
pure construction of afew good elements needs
only to ba a lttle shaken up to pravide those
contrasts and contradictione essential toa

lively pleture.”

4th exerclse,

The esnsation of halance as a pictorial elament,
Statie canstruction rigld, Waight and
countarweight '=ad lo a balance of measure
{plane) and welght (fone valua). Meazuring and
waighing ms a pictorial process. Representatians
of halance and halanced structures In two
dimensions. BAlance of forces : quantity and
quality and Ehair relat|vity,
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4th Exercise, Monday, 18 June, 1922

4th Exercise:

Problem: Static construction rigid
{no figuration of movemant).
Balance of arganic parts

evenly distributed
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MAZS and

WEIGHT

PURE QUALITY
{Imponderahle)

Customear:
1) Give maa bucketful #1thla

atuit,

Tha merchant maasures Hout

and saya it costs 100 Marks,

2) Now, salesman, give me the
same elzed buckathul of thia
other stuff.

The merchant welgha fi and

eaye this canta 200 Merks.
Customer:{why does this cost
twice asmuch®}

Marchant:

Because thia other purchass

la iwlee ae haavy. (The

customsr agrees and pays him.)
8 Customar:

Mow glve me an equally

heavy amountof thie

third material.

The merchant weighs it and

says If costs 400 Marks.

Cuslomar:

{Why la it doubla the price?)

Merchank:

Because thig third salection ts daubls
tha valura, kegpa longar, tastes hotter, [a
mere sought aftar, niverte look at.
{The customer I8 uadecided.)

Falls inia the sphere of
LINE

Linegr valua:

lenger, shorter,
conrsatand fine,

Fafla Int¢ the aphere of
TONE (tonniily)

Tonal value:

brightsr, darker
heavier, lightar,

Falla Into the ephara of
COLOUR )

Calour val uszmore desirable,
mora heautitul, betler, tos dasp,
tod boautful, too swest, too bitter,
too hot, chitiing, ugly.

193BJB 14: Coarser and finer. Pen and ink.

Byt the notlan af “coarse and fine” |5 also
dependent on scale, And scale itsell ia
dependent on distance from the behalder,
Coarse and fine are relative and should not be
represented as thaugh coarse and fine could be
maasurad with an instrument. One day vou might
feel inclined to the coarse. If il mednsa anything,
poth fing and coaree work will take on a
particular exprassiveneas,’

Sth exarcise, Scenes in a store,
The problem ls 10 cemhbine three dimensions in a
canpasitlon, To arrive at en organi¢c combination of
measure = {lirne, plane)
weight = (tonalily, tone value)
quelity = {colour, qualltative characlerisalion

of tha values);
1o show an understanding of the funeilon of
mavemnent and of the organic relatlon between the
elarmants. Scale painis to the developing
balance of farces, the action. Acceni on action.’

Maasuring and weighing camn appear as etructural
rhythms {dividual}, Linear and planar measure
make it possible ta Include the concept of time,

Gf. n.247; also the arganle comblination of two and
thrae faclors, p.325; and the three-part organisms
with active, passive, and middle functlens,
AR.3I6-55.
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193¢ £ 5;-.;'(,-4 and 4|"f wate

Sth Exercise: Monday, 26 June, 1922 Scenes In a store
Problem: Organic treatment of twa (or three) components,

1. Measure and weight and 2. Quality (colour).

Coloured gualities which cannot be waighed anter into relation with the measurable and
weighable lines and tone quantitiss.

Thus the evaluation of colour is not definite and sst but purely imaginary. 1 it is too hot,
one longs for green-blue; if it is too cold, one lengs for yellow-red. The demand can
change, the taste can change.
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“Whan bodies touch, a cettain thirst for
adventure ariges. If this be nat 30, they must keep
apart, This distance belween tham sheuld
remain harmonious.
The coming together and the moving apert rmust
be organic, harmenious,
We must be especlally careful in placas where
complications arlsa from the mixture of similar
things. Hare liss the pessibility of freedom,
dermilment, or supreme artistic development. The
cause of failure may he that the action ar values
af the allen things that confront each ather ara not
properly selacted. Espeacially when they are
auperimposad or glde by slde. Thare can be
rlchnass aven In aimplicity.
Thie may give us the ceurage to be simple.
Simplichy makes poeelble 2 general visw of the
things themselves, their erder, and the way In which
ihey appear. Lai the mind make much aut of littla!

1930/FF 13: Mouniain under compulsion.
il on canvas,
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1638/h 6+ Lady and Jasifon, O,

Nature can afford to be lavish in ail things; the artist must be thrifty in every detail, Nature
is loquacious to the point of conlusion; let the artist be silent and arderly. NMever wark
fowards a ready-made pictorial impression. Give yourseif entirely to the development of
the part you are painting. Reduce the whole to a very few steps, let the general impres-
sion rest on this principle of economy. '

Will and discipline ere everything, Discipline in respect to the whole work, will in respect
to its parts. In this connection, will and ability are largely the same; withouf ability you can
have ne will. From these parts the work is made, through discipline directed toward the
whole,

H my pictures sometimes make a primltive impression, it is bacause of my discipline in
reducing everything to a few steps. It is only economy, ar if you like, the highest profes-
sional sensitivity; in {act the precise opposite of true primitivism.

Having gained new strength from my naturalistic studies, | can venture to retyrn to my
original field of psychic itnprovisation. Now that | have only the most indirect ties with a
natural impression, | can venture once mare to express whatever happens to be weighing
on my soul; to record experiences that might be transposed inte line even in the darkness
of the night. This possibility of new creation has tong been with me, interrupted only by
the anxiety of Isolation. Now my true personality will speak, now it can move in perfect
freedom,
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1939/ 14 Fragmenta veneriz. OIl.

FS

" From the.very' beginning, and with time more and more clearly, | have seen thatmy task

here is to communicate the experience acquired in my own work of ideal figuration
(drawing and painting). This experience concerns the buliding of multiplicities into a
unity. | communicata it to you partly in syntheses, that is, | show you my works; and pastly
in analyses, that is, | divide the works into their essential parts. 1 tet you play with them
and if you break these toys to see how they are made, you have my approval.

For the most part, we deal with combined forms. In order tc understand combined forms,
one must dismember them. In nature for example: at first glance you do not perceive
how the natural Jaw works. You must. first look for it, investigate. For nature does not
pursue a single aim, but many. The scientist takes his knife and dissects; he is thus
enabled to measure the relations between inside and outside. He finds that for fnternal
reasons, as with us in art, something is concealed, overgrown with various other things,
so to speak. From the [nside, you can understand it biologically. And it is only afterwards
that you turn to the visible cloak or to the covering.

In art we follow such an aim, just as in nature, but we are not ahle o free curselves entirely
from this example.

Qur work is glven form in order that it may function, in order that It may be a functioning
organism. ’

To achieve the same as nature, though only in parallel. Not to compete with nature but
to produce something that says: it is as in nature. '

This means of course that those who work receptively have little to learn from us.

The form is the centre of interest. That is what we are striving for. It is tlie first considera-
tion.of our craft. But it would be a mistake to conclude that content is secendary.

Nc doubt one can make a picture for the sake of the law. But there is no artistry in ihat.
You must take account of everything that transcends the law. The actions that transcend
the taw play a different role from the others. :

To produce form demands less energy than to determine form. In both kinds of formation,
the ultimate result is farm. From the methods to the goal. From the action to the parfect.
Fram the truly living to the inactive.

In the beginning, the male role, the dynamic Impetus. Then the carnal growth of the egg.
Or: first the flashing lightning, then the raining cloud. Where is the spirit at its purest?
In the heglnning.
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Accordingly, do not think of form but of fermation, Hold fast to tha path, to the unbroken
connection with the original ideal. Thence carry the formative will onward with the force of
necesslty, until it permeates the particles and parts. Step by step, carry it from the smallest
to the larger, press forward until you have penetrated the whale; keep the formative line in
hand, hold fast to the creative stroke,

As in all theory, theeretical exercises are an aid In clarification. Exercises differ from
theory, they partake of practice. In essence they are not deeds but potential actions which
repeat the integral form, and rehearse the step into action.

The wide variety of these exercises indicates the importance of tha domain; the results
which extend into the realm of art, at first & primitive, intuitive kind of art, but subsequently
rounded out, enriched, developed into a spiritual art.

| myself have carried out many experiments with laws and taken them as a foundation.
But an artistic step is taken only when a complication arises. Thus we have made a
number of successtul sallles Into the realm of art without any self-censcious thought of
art.

In summing up we may say: Something has been made visible which could not have been
perceived without the effort to make it visible. Yes, you might see something, but you
would have no exact knowledge of it. But here we are entering the realm of art; here we
must be very clear about the aim of 'making-visible'. Are we merely noting things seen
In order to remember them or are we also trying o reveal what is not visible? Cnce we
know and feel this distinction, we have come to the fundamental point of artistic creation.

The picture has no parficular purpose. It enly has the purpoze of making us happy. That is
samething very diffsrent from a relationship to external life, and so it must be organised
differently. We want to see an achiavoment in our picture, a particular achievement, It
should be somsthing that preoccupies us, somathing we wish to ses frequently and
possess in the end. It is only then that we can know whether it makes us happy.

1037w 17 Svccessful exorclsm.
Paata with black pigment on paper.

*The calligram is “medium™ writing, an inward
drawlng to manifest the typical characler of tha
handwelfing. In this connection Ching comes to

! mind, The Chinese do not look on painting as &
technlque, a craft, ut lken It to calllgraphy.

In tha Chinese view the esaance ot calligraphy
consists not in the neatness and evennass of the
handwylting, which can easily lead fo stiffnaes,
butin the endeavour to express what one has to
qupress as perfectly ag possible and with the
Ureatest economy of means. Te bring ouf this
calligraphic sharacter in drawing or painting is a
part of the artist's craft, Hence an additional aid
In elarification.

The more capable our handwriting Is of writing,
the more sensitive become ita signs,’




Subject and parts. In my striving for content, in my atriving to aveid talculated formalism,
| gave many different names to the relationshipbetween the parts, the way in which they
; work togethe» to form a whole, With a view to deeper understanding, | explained If on
it the basis of many different concepts,

But obviously the thing can't be done with pracepts; llke nature it has to grow. The way to ;
Wellanschauung s productive, it builds Up spontaneously with ime. The more often it is i
travelled, the plainer becomes the trall.

Genesis as formal movementis the important thing in the work. In the beginning the motif,
18381d 3: Anfmaf monwment, QIf, i 18407K 16: Pa/aces, Colour, injection of energy, sperm.
N 1938{F L& l:ﬂf";’ f‘:‘:n:’“f‘- (?“;Ullf;a"'ﬂ“' The work formed in the material sense: proto-feminine. :
eld and partsy crosead out: a an In clg . o . = :
Under the cloak. Men: representation according Paste with black pigment on paper. The work as form-giving sperm: proto-masculine. :
10 essanca and appearance.
Pamces.Bqumgs,shnuhaneuusbuseanﬂ
elevation,
Animal monument, Synthesls of two thematic
dimansions.
Cf1938/FG 8: An/mal and fandscage combined,
PDrawlng,
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~~11930 From Kiee's estate No.017 (Untitled),

460

% Watercolour,

‘The disembodled figurg needs ne support. It
hovers, How? Whara? Accaess to It can be
reconstructed imaginatively. In the couree of the
metamorphosis a new realily is created, The
picture is purely psychic, signs that have sprung
directly from internal agltation. The cleavage
betwaen the real and imaginary is clearly
discernible. i one ean distingulsh betwean real

j things and thosa that partake mara of the raalm of
] appearance, it1s a matter of the proportion

batween the disjolnted parts.

I The cleavape i3 not hard and fast: certain
] tanpible things merzly became mere remota,

Some farma are rendared in their entirety; others
partly, scarcsiy, ar not af all, Naturally a form
defined in full is more conaplcuous than one that
Is less definlte,

In this realm we cross a boundary [Ing of reallty,
There is no copylng or raproducing, but rather
transformatlon and new craation. If we surrendar
1o It, a metamorphosls occurs, something whigh,
if healthy, le always now, This 1= parfactly
permissible, passlble, and natural, Tha sum of out
experience of nature constitutes our knawladge.'

1MO{F 20 Agsault and baitery.

Paste with black plgment on paper.

Listed In the catalogue of Klee's works as one
of the last ten hefore his death.

L A =active, M=middle, P=passive,

2 Entry in Klea’s diary: 'Wishing fo render the
things thet can he ver!Ned, | Imlted myself to
my inner life.”

New exampla of this:
A comes Jostling,

A and M iali jostling,
P lias jostlad* ’

A 7L/M'// ===

This, of course, is not to be learned by heart. Everybody will feel at home somewhere in
this table (pp.458-59). Perhaps it will fit in with the picturs you are now working on; if so
you can analyse it for me, both as to form and content,

We should not hesitate to follow our bent, but when it comes to the resulf, in the
absolute sense, thatis, there has to be a solution. If a picture is good, one must beinwardly
safisfied even if one disragards what it represents.?

Everything passes, and what remains of former times, what remains of iife, is the spiritual.
The spiritual in art, or we might simply call it the artistic. In everything we do, the claim of
the absolute is unchanging.

Beauty, which is perhaps inseparable from art, relates not to the object but to the pictorial
representation, That is why art ovarcomes ugliness without evading it. .
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19384k 5 Forest witches.
Qil with wax on coated newsprint
on burlap,

Title in Kiee's own hand an the back of
the pictura; the tifle 'Earth witches' uaed
in the literature on Kles |8 Incorrect. Kiee
ia quoted as explaining that the pisture
refers to the witches in Machath, and
particularly to the line in Acil, Scane 1
'Fair is foul and {oul ts fal¢'

- S —

et B e

1Cf pa?

Woa leave theimmanent werld and build into a transcendent one that can be all aff'rmation.
Abstraction. The cool romanticism of this style without pathos ls astonishing. The more
horrible the world is (as today) the more ahstract art will be, whereas a happ],r world
produces a realistic art.

It is interesting to observe how real the object remalns in spite of all abstractions. One
can often feel a differance In abstract art. Does the abstraction go so fat that the real
disappears, is derhaterialised, or not? There are times whan something almest seems to
be painted after nature, from a model so to speak: a wire modsl or something of the sort.
Thiz kind of abstraction seams to excite our curiogity. But is it abstract? The whole thing
need notalways be clear, but if you work through it lucidly, you may ask yourself: how is
that? what is that? You can imagine a mixture of the clear and unclear, which will be
convineing if the proportions are right. Then it has to mean something. Abstraction in a
picture is absolute, and perhaps can only be recognised as such by psychic feeling.
Just as the abstractness of a piece of music or a poem is not in the theoretical structure
but exists and is felt for itself. Thus it may be a mistake to speak of abstract art. This
kind of abstractness is constructed, made. It's not a question of adding ar subtracting;
either something is there, or it Is not there. .

In abstraction, reality is preserved. We find a bridge fo the experience of reality, A \.".;ay ot
mastering the conflict that is the stuff of life with all one's senses, of tracking down ita
meaning, while strwmg for supreme development.

| have heen trying to instil more flfe into your work, So much for that. The power of crea:
tivity cannot be named. It remaing ultimataly mysterious. What does not shake us to our
foundations fs no mystery. Down to our finest particles we ourselves are charged with
this power. We cannotformulate its essence butwe can,in some measure, move fowards
ts source. In any case we must reveal this power in its functions, Just as it is ravealed to
us. Probably it is only a form of matter, but one that cannot be perceived with the same
senses as the kinds of matter we are used to. Still, it must make itself-known’ through
the familiar kinds of matter and be at ons with them in function. Merged with matter,it
must enter into a form that is alive and real.X And it Is thus that maiter takes on life and
ordgr, from its smallest particles to its subsidiary rhythms and its higher structures:

. Creation lives as genesis undar the vislble surface of the work. All those touched by the

spirit see this in retrospect, but only the creative see it looking forward {into the future).
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1937(T 8: Children's playgraund,
Peatel and red chalk,

Fhis is an alphabetical glossary of words
and phrases, mostly relating to colours, which
occur In diagrams between pages 465 and 511.

M.B. Colour mixtures and colour tones aro Indicated by
campound words, 0.9, Gelb-griin for yellaw-graon, Hellhlay

1or light bilue.

Barla

Blau, blaufo
blpufreia Strecka
biéutlch

Centrum

dunke]

Goll, gelb{e)
gelbirele Strecke
pelblich

Grau

Grin

griina Exde

hell

Kadmium

Karmila

ketn

Kabalt
Kénlgsblau
Krapplack
Krapplach purpur
Kiols

kbhleg Rat Ende
milted

ader (od.)
Orange
parmansant Gefin
polar

preusslech Blan
Punkt

Rainrot

Rosa

Ral, roile)
Rotylpfelpunkt
Schwarz, achwarz (e}
schwelnfurth Gein
spactral
stumpfgrine Tans
Summe

Teérra dw Sisna gobrannt
Wtramartn
Umbra gebrannt
LUmbera natural
Vialett, violoti(e)
warmes Rot Ende
Walag, wolas(a)
Zinnobar
Zinnoburrot

baso

Blue

arg freo of bina
blulsh

centre

dark

yallow

are Ires of yollow
yollowish

ey

green

carth grean
light

cadmium
carming

no

cobalt

royal blsg

rose maddar
purpla maddar
circle

cooland of red
medivm

or

cranga
parnianent green
polar

Pruasian blue
point

purarved

pink

rad

rod peak

btack

amevald gresn
spechal

dull grean tones
sum

bumt slanna
ultramarina
bumtumbeor
umber

vlolet

warm and of red
whilts
cinnabar
vormiildon




V. The order and nature of pure colours
Topolfogy of calour relations ) _
Finite and infinite mavements of colour on the plane i-
Partial colour actions and colour totality
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1940/k 8: Glass fagade. Qil,

w— | o v

The rainbow as
a finite colour series
The pure colour scale

The spectral colour circle
' Note in Appendix.

Diary entry, Kairouan, April 16, 1914: 'Colour
has me. | no longer need reach out for it. It has
me forever and knows it, That is the meaning of
this happy hour. Colour and | are one. | am a
painter.’

1. Order in the realm of colours ™~
The finite colour series and the infinite blending of colours
Diametric and peripheral colour relations

Tuesday, 28 November 1922

I shall try to tell you a few useful things about colours. In this | shall not limit myself
to my own observations, but in order to tell you these useful things, | shall not hesitate
to draw on specialists in the field and others. Goethe, Philipp Otto Runge, whose colour
sphere was published in 1810, Delacroix, and Kandinsky, author of Concerning the
Spiritual in Art! to mention only a few.

The first part of my undertaking is to set up a kind of ideal paint box, in which the colours
are arranged on sound principles, a kind of tool kit if you like.

Nature is full of ideas about colour. The world of plants and animals, mineralogy, the
composition that we call the landscape; all give us semething to think about and to be
thankful for.

But there is one colour phenomenon that rises above all the rest as a symbol of all use
of colour, all mixing and blending of colours. As far as its purity of colour goes, we may
call it abstract. I am referri'ng to the rainbow.

Quite significantly, this exceptional phenomenon, this pure colour scale is to be found
not on the earth but in the atmosphere, the intermediate realm between earth and outer
cosmos. We may therefore expect it to have a certain degree of perfection, but, since it
is only half transcendent, not yet the highest.

But here again our creative faculty enables us to transcend the inadequacy of appear-
ances and to arrive at a synthesis, at least, of transcendent perfection.

We assume that what comes to us only imperfect as appearance exists somewhere
without any imperfections; the artist's instinct in us must help us conceive the form of
this flawless state,
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But what is the flaw in the rainbow as we see it? . .. Someone picked oul a series of
colours, seven of them with the names

> Hj(, k &m ('ffr:- 'é:\ »':—;M-
_',“r.“/"' \ ;/

—

and people were very pleased with the number 7. After all, they said by way of confirma-
tion, there are also seven tones in our musical scale.

But much as the number 7 appeals to me in certain respects, | have no faith in it here. For
red-violet and blue-violet, or indigo, as it is called in the schoolbooks, is a rather subtle
division!

We all of us know that green, orange, and violet differ in kind from red, yellow, and blue;
I can anticipate this much without speiling the surprise that is in store for us. But what
about red-violet or blue-violet or indigo?

The first important point is that the arrangement of the colours in the rainbow is linear,
We must not forget that in the rainbow a yellow point marches along in a line, side by
side with a green one, and a green point side by side with a yellow one, etc. [1].
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We must not ferget that when we extend the arc into a circle we still do not have a com-
plete colour circle; what we have are seven coloured circles, one within the other [2].
A linear representation of a plane, in this case of a circular plane, has a drawback. A
circle formed from a red line is not yet a red circle [3].

For, as we have said before, such a representation of a plane is notactive but only ‘'middle’.
This red or blue or yellow line does indeed convey a planar impression, but it is not
itself a plane; it remains a line.
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Thus we can salely call the rainbow a linear representation of colours; we can also say
that as a colour chart it is inadequate. We learn very little from it, and about the relation
between the colours nothing at all. That is perfectly clear.

But the main flaw consists in the finiteness of this colour series. The pure colours are
transcendent. The intermediate realm of the atmosphere is kind enough to communicate
them to us, but in an intermediate form and not in their transcendent form, which must
be infinite.

The discrepancy of the two violets becomes more interesting (important) when we learn
from the scientists that there's something queer about the ends: there is something
beyond the red, something that behaves like heat, and the blue end also has its secret,
which is manifested as a chemical effect.

In our frantic thirst for colours we might be tempted to conceive of two additional pure
colours to which our eye is not attuned. But we shall not be so rash.

1 2 3 4 & 6

We shall simply say this: that we are dealing with two halves, that the two halves should
become a whole, the two violets one violet, and that the two mysterious ends of the one
string should be tied together at infinity (endlessness).

Yot s

And the thing without
beginning and end that
results looks like this:

1 red-violet
2 red
3 orange
4 yellow
The six colour tones 5
of the spectral colour circle 6
(the rainbow seen as a ring) 1

green
blue
blue-violet
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Cold

Black

1. The spectral colour circle as a horizontal disc passing through the equator of the
colour sphere.

2. The spectral colour circle as a disc (flat topography of the colours on the spectral
circle).

3. The colour disc as colours in ideal order:
1 grey circle 2 black circle 3 spectral circle 4 white circle

4, Situation of the primary, secondary, and tertiary colours on a cross-section through
the colour sphere; the grey circle is taken into account.
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Warm

orange

Now we no longer have to oscillate, swinging from 1 to 7 and, with the countermovement
that replaces infinity, back again from 7 to 1, searching here, searching there, trying to
get away, returning home, Instead:

We leave the human realm, the realm of the higher animal, the realm of pathos and striv-
ing, of the spirit-body, the half-static, half-dynamic intermediate realm symbolised by
the triangle, where the pure colours are only half at home. We free our pendulum from
gravity, we let it fly to the divine, dynamic realm, the realm of the spirit, of complete rota-
tion and whole movement, the realm symbolised by the circle, where pure colours are truly
at home, Now 1 and 7 coincide, and the place we were worrying about is simply called
violet.

The spectral colour circle

This cosmic concept of pure colours has found iis appropriate representation in the
circle. The rainbow, the terrestrial manifestation of pure colours, was a mere reflection
of a hitherto unknown totality, the transcendent whole that we have now produced by
synthesis. The colour circle is now before us,

Or in reverse we may see violet as the breach made by the power which humanises and
transforms the things of God to show them to us. This assault was made on the colour
circle at violet. The colour circle stretched and tore; a column of coloured points marched
off, and that was the rainbow.
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If we look more closely at this new system, the colour circle, we shall be interesied to see ) 2, Tha relations between the colours
how much more it can tell us about the relationships between the colours. . Diametric colour relations

The true and false colour pairs

The Divina Tragedy.

First of all, the riddles of the finite colour series are solved or cemse to exist. We are no The true colour pairs This second aspect of our new discovery is very promising. The three diameters connect
longer baffled when the scale comes to violet, and we are no longer faced with such first red and green, second yellow and violet, third blue and orange. Al three intersect
preblems as infra-red and ultra-violet. The new movement along the circumference of the at one point, the cantre of the circle.

circle—I should like to call it peripheral mavement (scale}—lends itself perfectly to end-

fess interlock and flow.

That is one aspect of the novelty. The other is disclosed in the three diamaters with which .
we can connect the six colours, dividing them into three colour pairs.ﬁ

\a\"\h

paripharal blue orange

The picture looks suggestive. Surely there is a deeper meaning behind it. What can it be? .
Experiment shows that if we expose our eye to red for a while and then suddenly lock ‘
. away, an astonishing after-effect is produced: we sea not red but green. Or when we
e ' : expose the eye to green for some tims, the after-effect will be red. )
. By the same magic, yellow and viclst alternate, as do blue and orange.

, Anycne can determine the three colour pairs in this way and convince himself of the
Thus we have on the one hand a peripheral movement and on the other hand movements 1 o e summery 'on the nature of pure solowr, phenomenon of complementary colours. Another little experiment will teach us a second
across the diameters.! pp.aT-88, lesson;
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We divide a strip of white paper into seven fields. Except for Field 7 we coat it with thin,
pure red water-colour. After the red coat has dried, we coat the strip (except for Field 1)
with thin, pure green water-colour. When the two coats are dry, we perceive a reddish
Field 1 and a greenish Field 7. In between there are five colourless fields 2-6.

We now enhance the rather feeble effect of these first two steps by continuing the opera-
tion. Alternately we add red from above and green from below, first five red fields from
above and five green fields from below; then four red from above and four green from
below, then only three red from above and three green from below. And so on, each
time less red (from above) and less green (from below).

In the language of painting this way of mixing colours is called glazing. Separate coats
are laid on at intervals. At each step something is added: from left to right less and less,
from right to left maore and more. The result, or rather the sum, remains the same.

By the gradation of our coats we obtain a precisely graduated movement from red to
green-red to green, or the other way round.

1 all red in the 1st field: 6 parts red, no part green
7 all green in the 7th field: no part red, 6 parts green
4 green-red in the 4th field: 3 parts red, 3 parts green, in
between 2 red and 2 green gradations

2 in the 2nd field: 5 parts red and 1 part green
3 in the 3rd field: 4 parts red and 2 parts green
5 in the 5th field: 2 parts red and 4 parts green
6 in the 6th field: 1 part red and 5 parts green
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'Movement and countermovement (red and green) ltis eas i
i i - .
ke sk ot i, y to see howthe red and green diminish towards the middle and balance each other

Srewifild peadsilevol o sl palF out in the fourth red-green or grey field (although thereafter the colours increase again).
R Towards the middle both colours diminish in hue as the quantities of red and green
approach equality. No direct use of grey has been made and yet (pure) grey has been
created in the fourth field where the colour quantities are equal.

This median colourlessness decreases both to left and right, to the left in favour of

Cf. 1922/79: Separation in the evening, p.11.
and 1921/102: Red-green gradation. Watercolour.
Giedion, p.99, (Title in catalogue of works:

‘Abstract red-green gradation'.) increasing red, to the right in favour of increasing green.

This reciprocal red-green scale reminds us of the movement and countermovement of
our pendulum.

. It also reminds us of the mobile scale which finally comes to rest at the grey intersection
i 1 !
H but this should not be taken to mean that red and green lend themselves to static
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12 parts violet, no part yellow

treatment with all red on the left and all green on the right. That would hardly give
us a picture of their reciprocity. Both green and red would have to jump back and

forth (form-building!).

In summing up | can say this about the green-red pair:
1. Each colour calls forth the other in the eye.
2. Between the two colours stands grey.

| could make the same demonstration with the two other sets of diametric colours, yellow-

viclet and blue-orange. But for the sake of variety | shall give you a more geometrical
illustration,! which is applicable to all three diameters of the colour circle,

In this case we have at one end a violet, at the other a yellow base. Violetl has its greatest
extension on top where yellow can be perceived only as a point, that is, it cannot be
measured. At the bottom yellow has its greatest extension while violet is only a point.
If | now connect the yellow point with the yellow base | get a yellow triangle; and if |
connect the violet base with the violet point | get a violet triangle. The triangles interpene-
trate. Each in itself expresses the diminution of its colour with distance from the base,
Now | divide the two bases, into 12 parts let us say. At any point on a line parallel to the
base, | can now measure the yellow and the violet content, and the effect will be roughly
the same as betore when we added coats of walercolour,

' Note by Klee: 'Check by measuring the lines,

A point=zero.

10 parts violet, 2 parts yellow

6 parts violet, 6 parts yellow

B parts yellow, 4 parts violet

12 parts yellow, no part violet.

Measurement on the violet base shows 12 parts of violet and none of yellow. On the
yellow base 12 parts of yellow and none of violet. In the middle 6 parts of viclet and 6 of
yellow (hence grey). On the violet side near the base, 10 parts of violet and 2 of yellow.
On the yellow side near the middle, 8 parts of yellow and 4 parts of violet.

Concerning yellow and violet | can thus say: between them lies grey. Observation of blue
and orange would show the same thing. In practice the best way would be to start with a
colour that seemed very pure to us, to let an effective quantity of it work on our eye for
an effective time, then ascertain the complementary colour by a quick look at a white
surface, prepare the complementary colour at the same intensity, and obtain colourless
grey by mixing the two in equal quantities in a bowl or on a piece of paper.

If this second test for colour pairs were to fail, we should have to admit that we had not
found pure complementaries. Then we should either have to correct one of the comple-
mentaries or, as often happens, make a virtue of a mistake and get a richer effect by using
consciously false pairs. We shall have more to say of this later an.

For the present let us return to our colour circle and see how well its mathematical
character meets our needs.
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The radius (half a diameter, that is) cuts the circumference just six times. Through the
points of intersection corresponding to the six colours we can draw the six diameters
corresponding to the principal colour pairs. The diameters meet in the centre, the grey

point common to all colour pairs.

. “

=
b

— ¥

| diametric

In addition to these three diameters, of course, we can draw as many more as we please;
they will be no less correct than those discussed, but will mean something different.
The slightest rotation of the diameter round the fixed grey point indicates new colour
pairs, which will be correct but less important.

In such a search for new colour pairs simultaneous movement and countermovement
gradually develop into endless maovement and we arrive at colour relations in which end-
less movement makes the direction of the arrow uncertain (cancels it out), something
which had already been suggested by the simultaneity of movement and countermove-

ment.
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blue

« grange

The spectral colour circle turning
diametrically.

orange

The reciprocal movement of the arrows is a graphic representation of balanced movement
and countermovement (movement of a colour pair towards the poles).

Let us first rotate our diameter® to the exact spot between red and violet or between yellow
and green, This gives us the new colour pair red-violet x yellow-green.

The grey effect of this colour pair is necessarily composed in equal parts of red-violet
and yellow-green. Red-violet itself is composed of equal parts of red and violet, and
yellow-green of equal parts of yellow and green,

Thus the grey effect is composed in equal parts of four components, red, violet, yellow,
and green. In my diagram | am free to arrange these four components in any way | please.

Vs
A ip
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If | combine them crosswise:

In this arrangement | first recognise our old friend red-green and then yellow-violet.
Each pair produces grey by itself, and the addition of two (nota bene) half-greys does not
contribute an atom of colour. The grey effect is demonstrated and with it the authenticity
of the colour pair red-violet x yellow-green.
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This is how it looks algebraically: ¥ red-+ Y violet+ !4 yellow+ 14 green= (Y% red+ Ya green)

+(Jz violet+; yellow)=1 grey+ 14 grey=grey.

With an additional rotation of the diameter
round the grey point | run into a new colour pair:

Blue, violet, yellow and orange read crosswise:
blue-orange=grey and yellow-violet=grey.

Or algebraically: blue+ violet+yellow+orange
:(blue+nrange]+(yel|ow+vio|et)=grey.

A third diametric rotation stops

on the one hand exactly between the peripheral colours
red and orange,

on the other hand exactly between blue and green,

and we have anacther true colour pair:

Red, orange, blue and green, crosswise:
red-green=grey and blue-orange=grey,
or: red+orange+ blue4-green
:(red+greer1)-i—(bFue+orange)———grey.

blue-violet

blue

blue-green

Thus the authenticity of three new
colour pairs is proved, Sam of
the peripheral colours=grey.

'

blue-violet yellow-orange
blue violet
yellow >< orange
redorang>< blue-green
red orange
blue >< green

red-viglet

green

yellow-green

red-orange

orange

yellow-orange

The faise colour pairs

But if, as | suggested above, we make some mistake (or mésalliance) in pairing our
colours, we shall have trouble with our proof of grey. But it will be worth our while to
take a closer look at this kind of deviation from the true colour pair, for there is no reason
to suppose that colour composition must be limited to complementary colours.

For example, | cannot connect green with orange on the colour circle by a diameter but
only by a chord [1]. The orange base and the green base do not run parallel but will saon
intersect somewhere [2]. In calculating the result of a mixture of green and orange, |
start from the fact that green is exactly half-way between yellow and blue, while orange is
exactly half-way between yellow and red. Accordingly, green+orange=yellow+ hlue+red
+yellow. From this | can make certain inferences, hoth upward and downward:

violet

blue ! orange
yellow
Hence: A arey +yellow First result: grey-yellow
f—"_'_‘\ ;
I green +red-+yellow (vellowish grey)
iy,

Green+ orange = yellow + blue+red+yellow
\'—"\(‘_J
yellow + blue+ orange
e i L

v yellow + grey Second result: yellow+-grey
(yellowish grey)

blue yellow  yellow yellow
Green-orange = yellow = yellow = yellow)
: rgrey
yellow  blue :_ violet |
red red . Third result: yellow+grey

(yellowish grey)




The result of this mixture is not a pure colourless grey but a yellowish grey, because
yellow is contained both in green and in orange and because the two bases are not
parallel but tend to intersect at yellow. Our proof has failed; green-orange is not a true

colour-pair.

Another false colour pair, as a glance at the colour circle shows, is violet-green. For
green and violet is the same as yellow+blue-+red+ blue.

A grey +blue First result: grey-+blue
r'—"'\"_‘—_'_‘\ -
yellow+ violet +blue {bluish grey)

. e
Green-violet = yellow+blue+-red+blue
\._._._v__._J
green +red-+blue

—
v grey +blue Second result: grey+4blue
(bluish grey)

blue blue blue  blue
. yellow)
-violet = ; =orange= bl
Creshmviole red J e o }grey Third result: blue--grey
blue blue orange (bluish grey)

The result of the mixture is a bluish’grey, for blue occurs in both colours, the violet and
the green bases are not parallel but tend to intersect at blue.
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The third colour pair of this sort is violet-orange. 74

A red-+ grey First result: red+grey
f—A'__“\
red+-bluedt orange (reddish grey)

. TR
Violet4-orange = red+blue+yellow-+red
) i
violet +yellow+red
—_—

v grey +red Second result: grey--red
(reddish grey)

blue
greeny
Violet-orange = yellow rgrey
red red J Third result: grey+red
red red red (reddish grey)

‘Examples:

Th i i i
1922/57: Flower faces, green-orange gradation. e result is a reddish grey. Red occurs in bath component colours. The two bases,

W eksresioi: violet and orange, are not parallel but tend towards a point of intersection on the red side.
1922/59: Three houses, green-viole! gradation. I think this is enough for today. It will all sink in a little deeper in our practical exercise
::’;gteﬁr:o;;:srk _— . next W(—JE":&. and then no doubt it will take on more life and expression for you,

161: A -violet gradation. The application can be conceived in different ways. Last summer | myself tried out the

Watercolour. ¥
: rti i g : i i é i i
Y982/71: Orange.violet-green gradation, orange partial colour actions we have been discussing, one after another in separate pictures.?

- - It should not worry us that individual works of this sort are lacking in total effect. We still

1922(73: Struclures in orange and green, black half strive for totality and that in itself produces new things. Smaller or larger groups of
moan in the distance. Watercolour, partial actions coalesce in a greater whole.
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As an application to the Bauhaus, or rather to the building of houses, | suggest that you
try this: First choose graduated tones of the three real colour pairs for three different
rooms. Each room will provide a part of the general effect, which is based on red, yellow,
and blue. The onesidedness of each individual room will arouse a desire for a compen-
sating onesidedness which will be reflected in the treatment of the next room. The one-
sidedness of the different rooms will have the advantage of selting us in motion towards
the other, complementary rooms. An impression of wholeness will result if all the rooms
are ‘modulated' both in the pictorial and the real sense.

And another time try this: paint three connected rooms in such a way that the tone of
each one corresponds to one of the three false colour pairs we have mentioned. Then a
feeling of excess yellow will come over us in the first, of excess blue in the second, and
of excess red in the third. But since we have ‘modulated' all three rooms, the three one-
sided impressions will be combined into a total impression of red-yellow-blue.

| have borrowed this idea from our next lecture. We have had a good deal of theory today
and I'd like to leave you on a livelier note, However, we shall have to speak more seriously

about this idea of a three-colour totality.

Tuesday, 5 December 1922

(Exercise at five o'clock) 1. Paper that takes water but is not too absorbent.

Bring along: 2. At least two clean bowls.
3. The colours of the periphery; try to avoid opaque colours.
4. Let each coat dry by the stove.

Exercise: Practise the seven-step scale of the real colour pairs according to the indi-
cations on pp.473-480. In the peripheral dimension it is important to find the right locali-
ties, that is, to find the green corresponding to the red you have chosen, etc.! and in the
diametric direction it is important to measure your gualities carefully; thatis, not too much

blue, not too much violet.

Tuesday, 12 December 1922

Exercise Problem: Seven-step gradation of false colour pairs.
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L See example p 475,

3. Peripheral colour movement
The canon of colour totality

| think we all of us got some fun out of our theoretical and practical treatment of the
diametric movement and gradation of colours at our last meeting. We made certain
practical discoveries, particularly in regard to the order of the colours. We learned to
place various (indefinite) intermediate tones that had long been known to us. Though we
did not always succeed in defining the colour pairs exactly, we at least learned, precisely
because it was so difficult and because grey is no more than a point on a large plane, that
these relations are extremely delicate—in both dimensions. In the diametric dimer:.sion
we found difficulty in making the ends equal in hue. In the peripheral dimension the
difficulty lay in determining the exact point corresponding to another point on the circum-
ference, that is, half a circle away from it. Putting it crudely we should say: don't take too
much or too little of any colour and don't pick the wrong colour. The science of optics
it seems, has to meet these two conditions if it is to prove itself in experiment. But we arP:
concerned with other criteria which are only partly related to those of science. And we
gain just as much experience even if the result is not the ultimate in perfection.

Peripheral movement along the circumference of the circle.

Today | shall first take up the peripheral movement of colour, the movement that leads
along the circumference of the circle. In contrast to oscillating diametric movement, this
.mcwement is endless. It has no ends, no pairs; all its transitions are fluid. There ar'e no
interruptions, every beginning is also an end. Uninterrupted movement is above direction
This clock can run backwards too. I
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Whereas the diametric movement could rise above direction only by breaking off and

shuttling back and forth.
But this is not to say that the peripheral movement is without character or that it lacks
articulation. The gualitative differences along even a short arc are already too great [1].
In the neighbourhood of red, for example, the difference in character between violet and
orange is overwhelming.

And yet red is contained in both colours. How enormous must the difference then be
between red and a colour that contains no red!

In line with modern thinking | shall not ask: What is red? | prefer to ask: what does it
not mean? That is, where does it cease to be effective? What is its scope? And here
we shall hardly go wrong if we say that its scope amounts to two-thirds of our circum-
ference [2].

Last time we saw that*it definitely did not mean green, for red and green nullified each
other as colours.

There is a yellowish red (so-called warm red) and also a bluish red (so-called cool red) [3].
But from the stand-point of red, bluish and yellowish mean a weakening. Thus we must
note a diminution of red in two directions or conversely an increase of red from these
two sides towards red.

This increase from two sides naturally leads to a peak,
to the culmination of red. - / \
Thus | can locate three points on our periphery:

1. the red peak, 2. the warm end of red, 3. the cool end of red [4].

These three points divide the periphery into a red arc measuring two-thirds and an arc
free from red, which measures one-third and lies opposite the red peak.
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I could consider the blue and the yellow zones in the same way:

But | shall make my words rather brief and simply read from my sketches: Blue, as well
as yellow and red, has an arc measuring two-thirds of the circumference. The last third
is always free: free of blue, free of yellow, or free of red, The third that is free of blue is
between the yellow and red peaks; the third that is free of yellow is between the blue and
red peaks; and the third thatis free of red is between the blue and the yellow peaks. Thus
each peak, each culminating point, remains for a moment free from the influence of its
neighbour peaks. | am now in a position to say not only thatred is not green, butalso that
red is not blue and not yellow, even though it can be bluish or yellowish. In the same way
blue can reach out towards red and towards yellow, but never can it reach their peaks, Ahd
yellow can tend towards blue and red, but it can never be blue or red.

O _—eo-@O

This is an illustration of these sentences which are as important as they are simple; one
might call it the chain of totality.
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The canon of totality.

Every colour starts ever so gently from its zero, that is its neighbour peak, rises to its
awn peak, and from thzre descends again slowly to its zero, that is, the next neighbour
peak. It is immaterial whether | give this crescendo and decrescendo its naturalistic form
or its exact form or an artificial, graduated form (though there must be some exact basis
of course). -

Naturalistic, natural

exact

artificially graduated

But now something else comes in: The colours on this circle do not sound in unison as
the chain might lead one to suppose, but in a kind of three-part counterpoint.

This combined diagram permits us ta follow the three-part movement. The voices comein
successively as in a canon. At each of the three main points one voice reaches its climax,
another voice softly begins, and a third dies away., One might call this new figure the
canon of totality.
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1821/69: Fugue in red. Watercolour,
Rhythmic articulation combined with tonal
movement in the realm of colour.

‘The repetitive factor characteristic of structures

is here the concept of increase or decrease which
is repeated at every step. If the naturally ordered
mevement perceived with the ears instead of the
eyes is comparable to the movements of natural
tones, the artfully ordered movement is reminiscent
ol the structured division of tones we find in
musical scales.'

And now, just as we did last time, | should like to prepare the way for practical attempts
atmeasurement. To this end | must once again unroll the circumference. Then our canon
assumes the following form and the notation of a musical canon makes its appearance.

The main bars are situated at nodal points in the rotation, namely the points where
recurrence or repetition begins.

B=Blue
G=Yellow
R=Red

Rotations

ook Dby, Bl Dby, oAy <l
1st 2nd 3rd

Note: In the oscillation of the colour pairs it was different. We had to retrace our steps
to get back to the starting point.

This is how it would be in writing: W a zigzag.

But now we roll ahead in rhythmic circles.
This is how it would be in writing: a spiral movement.

But not in unison; in several voices.
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What comes now will remind you at once of my charts of the relations between red and
green? and black and white,® except that this time we are dealing with blue and yellow.
Then | shall show you yellow and red and then red and blue, which brings us back te the
starting point. This time there will be only five (arithmetical) steps.

The only satisfactory and practical way of representing the peripheral colour movement
follows the arithmetical table. For if increase, culmination, and decrease are not taken
into account, we obtain mixtures that are too dark in relation to the pure celours (in
watercolour particularly, where the white background plays an important part, our pure
colours will be too light and our mixtures too dark.)

1 Cf. pAT4.

*Cf. pp.9-10.

oG e o R R

492

T 1 4 Bhus © G lﬁga“ J(L
P ‘ | + of/ x
: ? : 3 P+ 1 4 - MM
.i : L o+ 2 | Guin )
: : 14+ 3 v | qdegld Npllpe
s} » + ¥ & %
: : ~ 2 Ui+ o R | e
: a : : 3 0 + 1 s o9 0teuys Sl
e 4 2 v+ 2 o} pruuge
T:’ T WAER N 72 0 2fossge.
! ! 4 T I Sﬁ'b
: i - 4 'K+ o K
‘l— ? v & 1.3 }f':“f ?L%»‘w‘aﬁﬂ
: ' s v + 2 " virted~
: 7+ 3 [ it
; ' - P 1o o+ 4 & Pl _]__13

Primary, secondary
and tertiary colours

| primary colours
Il secondary colours
Il tertiary colours

To the left the plan ([1] p.492) of the operation, in the middle the computation of the direct
content, o the right the verbal characterisation of the mixtures, the indirect result of the
operation. Thus green is the indirect result of blue and yellow in equal parts, and orange
and violet are similarly related as effects to their causes, yellow-red and red-blue. And so
we are justified in assigning different ranks to the colours that appear on the right,
Primary, secondary, tertiary colours.

A geometrical picture of the whole process will make it still clearer [2].
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Now the secondary character of the three mixtures is obvious. Their position in relation
to the blue, yellow, and red movement could not be brought out more clearly ([2] p.493).
The causal character of the three primary colours is brought out, and the dependent
character of the three secondary colours, according to the relationship of cause and effect,
is made clear. And now we begin to suspect that there is more to our canon than the
range of its notation.

This is the drawing that | —
called the ‘canon of colour totality'.

It circles round in three parts, determined by the three peaks of the primary colours.
At each of these pealis the two other primary colours, which do not culminate at this
point, begin and die away. But between the three culminations, at the meeting place
between the voice that has just culminated and the voice that has just begun, the second-
ary colours appear, another in each segment of arc. Now in order to represent the inferi-
ority of the secondary colours as simply as possible, | can connect the three culmination
points of the primaries in a different way that departs from the circle,

Atits peak the pure red should contain neither blue nor yellow; it should neither be bluish-
cool nor yellowish-warm. But in view of the natural circular movement that is fed by fluid
transitions between increase and decrease, this can be true only for an instant. The same
is true of the brief pure instants on the blue and yellow hills. The characteristic sign for
an instant is the point® ([1] p.496).
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! Crossed out: The characteristic sconcept’ for
an instant is the point.

Painting on black
background 1840
(untitied). G on canvas.
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Now the secondary character of the three mixtures is obvious, Their position in relation
to the blue, yellow, and red movement could not be brought out more clearly ([2] p.493).
The causal character of the three primary colours is hrought out, and the dependent
character of the three secondary colours, according to the relationship ¢f cause and eflact,
s made clear. And now we beqin to suspect that there is more to our canon than the
range of its notation. :

This is the drawing that |
called the ‘canon of colour totality'.

It circles round in three parts, determined by the three peaks of the primary colours.
At each of these peaks the two other primary colours, which to not culminate at this
point, Begin and die away. But between the three culminations, at the meeting place
batween the voice that has just cu'minated and the volce thet has just begun, the second-
ary colours appear, another in each segment of arc. Now in order to represent the inferi-
ority of the secondary colours as simply as possible, | can connect the three culmination
points of the primarles in a different way that departs from the circle.

Atits peak the pure red should contain neither blua nor yellow; it should neithef be bluish-
cool nar yellowish-warm, But in view of the patural circular movement thaf is fed by fluid
transitions between increase end decrease, this can be frue only for an instant. The same : Painting on black

ig true of the brief pure Instants on the blue and yellow hills. The characteristic sign for . groesed out: The characteristic sconcept’ for background 1940

an instant is the point? {{1] p.496). an Instant Is the point. (uaiftied). Oil on canva.




Thus | obtain a new piciure of the peripheral movement. One advantage of the tHangular
representatlon |s that it distingulshes clearly between the primary and secondary colours.
Blue, yellow, and red are placed in dominant positions; green, orange, and violet are
dependent on them. This is the advaniage of the trlangle over the circle.

But that is not all. The ttiangle can alse give us a more graphic picture of the sections we
have called diametric movement. For example, the red-green section perpendicular to
the green side is highly informative. The perpendicular strikes the neutral green point [4].

Complementary movement £ 8
and compoenent movement Rf
i
By connectling the three points | obtain the squilateral triangle blue-yellow-red [1]. But the @ O
sides of this triangle are not instants: they are gliding lines corresponding to the varying i B
character of the secondary colours [2]. | advise you not to imagine any top and bottom R

to this triangle; otherwise | should have set it solidly on one side. Think of it as lying flat
on the ground {you will soon see why).

i it lies flat on the ground, | can getinside it. If 1 turn fowards rec!, | have a figure before
me which represents the red hili exactly as it Is.

- O
P 9
2

This neutral green poini is in turn /
| illuminated by the flanking ¢ompenents of
' reen, hlue and yellow [9
¢ 5 o ¥ (5]

Here we have the movement of the

. , ted-green section or complementary movemant [8]
Hlturn to B, | see before me a pyramid resembling a blue mountain {there actually are such : :

mountains), and turning towards &, [ see the yellow mountain, Thus the triangle is a good

form for our purposes {(but we must really assume that it is flat), We can reach each peak :
of these mouniains from tweo sides, and there are two paths leading down again. But '
having come half-way, we reflect for a mement that whether we are headed up or down, :
we now hayve half the distance behind ys, Qn every side of cur flat triang]p'ﬂ:lese half-way i
points are neutral points. Here the secondary colours are pure, that is, they contain the

two adjacent primary colours in equal parts, Thus the sides of the triangle break down

eachintotwo halves, bluish and yellowish, yellowish and reddizsh,and reddishandbluish[3]. t And hore we have the blue-yellow peripheral
movement or component movement [7]

o D
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2 blue

orange ! ug

. ellow
yollow graen e =" yellow ¥

If we consider the construction as a whole, the red vertical runs into the qreen side
(complementary) [1], and the graen side is flanked by the blue and yellow peints {com-
ponents) [2]; the yellow vertical runs into the violet side {(complementary) [3],. and the
violet side is flanked by the red and blue points (components) [4]. The biue point faces
the orange side (complementary) [5], which is flanked by the yellow and red poinis {(com-
ponents) [&].

Complementary movements [1, 3, 5]
Component movements [2, 4, 6]

To sum up: The complementary diametric movemenis of the primary colours: blue,
yellow, red (complementary movements) {71,

The component movements designate the components of the secondary colours: green,
orange, viclet [B]. »

But the three complementary diameters (the plumb-lines} Intersect at the well-known
gray point [9, 10].

yiolet red violat red

grange

blue arange blue

green yellow green yellow
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red vlolat rad

arange

red
5 blua Qrange
yellow
red
~
Ay
L]
\'l
6§ blue ] orange
i
/
V4
s
yellow

- A

F VS —

!The teading in quotes crossed out: . . . which
tries to ‘translate’ the naked law inte the 'pareon’.

Examples to p.498:

1921/144: Combined gradations: orange-tiue,
redegraan, yel ow-viokei, Watercolour,

1921148; Parspective in yedlow-violei. Watercolour,
1022118 Landscape In green with red qualities.
Watereolour,

1924/24: Exercfse belween bfue and orange.
Waetercolaur.

4. The law of totality an the colour surface

Before | go inte the three-dimensional, let us catch our breath and move about a little on
this surface. There are so many clever people and there always have heen. The contra-
puntal relation between blus, yellow, and red, the fact that they formed a balanced totality,
was racognisad long ago. We hear it said that none of the three voices should be absent,
that there should be neither too much nor teo little of any one. This is a law weli worth
taking to heart, provided that you guard against the schematism which tries to put the naked
law Into the actual work.! Such misunderstandings fead to constructicn for its own sake.
They haunt the minds of narrow-chested asihmatics who give us laws instead of works,
Who have too little air in their lungs to realise that the taws should only be underneath
in order that flowers may grow from them. That we look for laws only in order o find out
how a work deviates from the natural works around us, land, animals, and people, but with-
out getting foolish about it. That laws are only the commeon foundation of nature and art.

People have been heard to say such things as: Don’t use any grey, but only the compo-
nents of grey, the complementary colours. Grey is already contained in them. Grey arises
by itselt, Or: Only use the three primary celours blue, yellow, and red, in their most parfect
purity. And in their most perfect balance. For they contain all the other colours, Then all
the other colours arise by themselves. Such people make a principle of jumping like goats.

Once in a while you will want to take a Jump like that, But only if it meets some need, never
out of principle.

And so { should like to warn you against the impoverishment that comes of taking the
law too literally. ! should net like you to misunderstand what | have been teaching you.
Such a misunderstanding might lead you to end up with nothing but grey, on the ground

that it is the centre of the whole and contains all the colours, blue, yellow, and red, And
black and white for that matter,
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The result would be te outlaw all colours, even black and white. Only grey would be
permissible, and only the one median grey. And the result? Weould the world be grey on
greyf? No. Worse than that. It would be one single grey, one nothing.

Yes, simplicity can be carried te such absurdity, the ultimate impoverishment, the end of

life.

The grey peint as total centre

The dominant impottance of the three primary colours permits me to characterise their
presence as the law of totality in the realm of colour. A tew examples will show what
this law covers and how | find out if it is fulfilled.

Blue, yeilow, and red
in three=dimensional centric representation

Grey for its own sake

& red

@ blue

® vellow

1 Seen three-dimensionally as a nolyhedran of
totallty.

1. The confusion of the Jaw with the waork, of tﬁéf_ound;tiuns with the house, of the formula
with the operatiom, can be illustrated by the symbol of the three points. They provide the

formula of the triangle ]

The triangle flat in three dimensions!

2, The triangle itself means far more. The three sides symbolise the whole colour move-
ment that takes place on them, the whole periphery.

3. Complementary sectional movements are also friangular in a sense, though the tri-
angular character Is somewhat obscured by the fact that the secondary colour takes the
place of Its two component primary celours. Thus a complementary movement is quite
close to colour totality.

red
blue
Complementary sectional mevement
. green yallow
rad
® blue
graen
Green: secondaty colour, components @ yellow blue and yellow
red
blue

4. The partial peripheral movement blue-red is designatad by a symbel inferior to the
triangle. The law of totality is only two-thirds fulfilled {two points instead of three).
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8. The movament-Batween false colour pairs is supratriangular, that is, it goes béyond
the trianglé,

yellow rad y"-\
- ] sy
. B | . .
T
| =~
Green-orange—= = ! /Jl" =
1 -
P
blue yellow b g 1
- 1
- |
. - |
IL.““}I'
. Jf’?l'f
//’r 1
!
Mue [T ted P |
1T |
i \\ ]
Violet-orange= . ! “ﬂ*y
= | — —
| e
] -
-
rad yallow fig”

Viclet-orange is also supratriangular, bitriangular or rectangular. This movement has a
red polnt too many, hence the excess of red,

. .
rad Elue e T‘\.\
-~ l b
- ~
[T ' b
Green-violet= = i A=
AN 1 -~
blue yellow \\i’// !
¥ <

Green-violet is suprairiangular, bitriangular or rectangular. It has a blue point that
exceeds the forniula of totality, hence the excess of hlue.
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= rectangular or bitriangular

1Cf, Section 4, p.g03.

*GY. [B], p.498.

These colour actions, as you see, do not always comply with the law of-tetality, Same omit
a point, some give one of the three points too much welght. Such actions are not total
but may be designated as partial. ' -
Should they he condemned for this reason? Certainly not. From the point of view of total-
ity they are in need of amplification but they also lend themselves to i,

As | explained in an earlier lecture, time is an essential factor in the pictorial fiald. Even
partial actions take place in time, Hence if a partial action is successful in some respect,
if it is well-organised as a part, it should not be abandoned. It can be rounded out ater
into totality; time makes it possible to catch up with totallty, as | recently explained by
the example of the three rooms.

For example, the two-point partial action blue-red? might be even shorter than it is; even
it it extended only from blus to violet, it could still be rounded out into totality:

violel
stage 1 blue

red
stage 2

argnge
stage 3 areen

vellow

Combination of the three stages hrings total satisfaction, both as to number and as 1o
weight.

Number and weight® oo
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1937/T 5: Overfand.
Paste with pigment and pastel on burlap.

o

YCf, Section 3, p.501

* Cf Section 5, p.502.

| totalise the rectangular partial
actions according to their weight?

—’ '{2blue '!ayellow+—

arey

Or represented in a different way:
the three main colour elements
and grey, the total equilibrium
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Or shown in a different form,
the complementary partial action
might be rounded out ;
this way into totality*

1st stage:
green-orange

violet

2nd stage:

. orange
violet-orange

3rd stage:
green-violet

violet
1s1, 2nd, and
3rd stages R
combined green




1927/E 4: Harmony of the northern flora.

The star of the colour elements or of colour totality. The polarity lines join at grey, the
Oil on cardboard coated with chalk,

common equilibrium,
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. s 5. The position of the pigments on the colour circle
So much for flat colour photography. | have established and explained all the positions The colour sphere

in terms of the surface.
A final effort brings us to a three-dimensional synthesis which takes in the strongest
points, the totality points white, blue, red, yellow, and black, and defines the whole geo-
graphy of pure colour.

Orientation according to the cardinal points of the colour globe:

tical-logical proof of correctness. Thus the psychological aspect is neglected, by Ostwald
for example. The psychology of the colourist demands the division of the circle into three
————————— et TR or six parts (¢ is more closely related to the circle than &!).

y f_?.?:‘\\ O It is customary in this country to limit the scientific aspect of the question to a mathema-
N

diametric P i

The definition of pure red is more difficult than that of the other colour elements. Thus
since pure blue and pure yellow are more readily determined than pure red, attune your
pure red so that it gives a good violet when mixed with pure blue and a good orange when
mixed with pure yellow. You will already have accomplished a good deal.

o . The diametric contrasts should be determined by experience, by testing the effect on the
eye of a colour and its counterpart. If in relation to red for example you should estahlish
a green which is not the perfect green between yellow and blue, this is less unfortunate
. than the division of the circle into four or eight. That really hurts!

\ peripheral

oine The metallic tones: gold is a vibration between saturated yellow and a dazzling white.

Its definition is variable. Silver vibrates between dark and very bright; its definition is
also variable. Copper is a vibrato between red-orange and bright light. The metallic tone

The topography of the colours The three colour movements, e.g. red values must be considered as extraordinary pictorial means.

extended into space: a) peripheral (either towards blue or towards

yellow)
| @ white, blue, red, yellow, black b) diametric (towards green) . Movement of a colour pair
Il « grey, orange, green, violet c) polar (towards white or black) on the spectral circle

The three-dimensional equilibrium supplies powerful and significant orientation in the
total field of colour and tone value. The complementary colours move round the main
points white, blue, red, yellow, and black. They move in all three dimensions, while two-
dimensional equilibrium only provides significant orientation on the spectral plane.
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Position of the pigments
in relation to the spectral
circle with shifted poles
and centre

From the inside out:
Poles and centre
Inner grey circle
Black polar circle
Spectral circle
White polar circle
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.

The position of the pigments an the 12-part circle
according to Klee. The importance of blue,

yellow, and red as primary colours is emphasised
by the space they occupy. Psychological
experience is taken into account since, in view of
their superior energy, the most important diametric
contrasts or complementary pairs occupy a larger
area than the other pairs (quality),

blue
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Notes

Page 28

On the subject of forganically harmonlous plasticlty'
Klee sald to his students:

‘The ultimate harmony would be attained if one
approached things from the tiny spot they have

in common, the centre. When they met there, a kind
of tranguillity would set in, which would amount
ta a complete standstill. Such a harmony has its
meaning and is valuable as an example. But since
itwould achieve but a neutral, or impersonal,
harmony, It would be dead, an Inactive harmony.
What we need is an active harmony. This requires
deviation. We can deviate in different ways, by
halding the central point fast in the imagination
but deviating from it in practice. By deviations we
can achieve an acive harmony. Not the ultimate
harmony, but an actlve ane. There are certain
dangers In devlation. The nucleus is displaced.
These are just a few notes about the arganic law
underlying the pictorial art. It Is often possible to
draw compelling inferences about the organic
development of a picture; the conditions of the
pictorial art must he satisfied harmoniously and
organically. Many things come together, but reason
demands that they move apart again. This
moving-together and moving-apart musf be organic
and harmenious, A symmetry that is too dominant
can be tedious, but variation can entiven it.
Woell-composed plctures produce a

wholly harmonious efect. But the layman is
mistaken when he supposes that in order to
achieve such a general harmony one must form
each part harmonlously. The eflect would be

weak. For once a flrst part Is brought into harmony
with a second part, no third part is required. Only

if there Is a tension in the relatlon between one and
two, [s there a need for three, to transform the
tension into harmony. This new three—part'
harmony will be much more convincing. But one
must proceed responsibly, so as to produce
human harmony; then the harmony wlill be
powerful. In our search for harmony or pictorial
totality we are dealing not only with a problem

of form and colour; the problem of psychic
wholeness also remalns to be solved.'

Page 78

In the first printed editlon of the ‘Creative Credo',
which appeared in 1920, the first section of
Chapter ¥ differs from the manuscript version:
‘Formetly drtists depicted things that were to be
seen on earth, things people liked to see or
would fike to have seen. Now the realfty of visible
things is made manlfest...'
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The manuscript version quated in our text says
what Klee meant. It runs:

- '"Now the refativity of visible things is made

manitest ., .}

As early as 1902 Klee noted in his journai:

‘I no longer mean to project a diagram ... but to
proceed so that everything essential, even the
essentials that are obscured by optical

perapective, show in my picture' (cf. p.334).

Notes frulm the Bauhaus perlad bring out the same
basic Idea, cf, ‘Ways of Nature Study’, pp,63-66, and
the following lines from the 'Genera! Review’
(p.454): 'Here we must be very elear about the aim of
'making-visible™. Are we merely noling things seen
In order {o remember them or are we also trying to
reveal what is not visible? Once we know and feel
this distinction, we have come to the fundamental
polnt of ariistic creation.’

Page 159

Examples of thesbasic types of irregular projection.
(The difterent types often merge; our distinction
batween them is to be taken more as a basis of
comparison than in strict appllcation to the
individual work.)

Representation of the surface,

l.e. more according to appearance than to essence:
1925/T 4: The fast village In the valley of Ph., p.25.

Interpenetration of endotopic and exotopic:
1919/190: House Interfor, p.154
{three-dimensional transparent}.
Spatial-transparent and transparent-polyphonic:
(in transparent freatment of hodies or
interpenetration of inside and outside, essence
and appearance are represented simultaneously),
Constructive drawing Nodal points in space, p.6B
{simultanecusly inside and outside).

1928/P 6: /talian city, p.42,

1928/D 7: Perspective of a city. Watercolour and
pen and ink, Grohmann, p.219,

1929/c 4: Uncomposed obfecis /n space, p.140,
1929/g 10: Sania A al B, p.54.

From the standpoint of the base:

1834/19: Mountain gorge, p.317,

1939/M 8: Houses close together, p.160.

From the standpoint of simultaneous base and
elevation:

1921/125: Chorale and landscape. Oll, Grahmann,
1.303,

1830/y 1: House, outs/de and inside, p.48,

1980/w 9: Polyphonic architeciure. Oil,

Giedlon, p.100.

1932/x 16: Liftle cliff lown, p.160,




Succession or interpenetration of perspective
visual polnts:

1018/93: With the net Asherman. Watercolour,
Giedion, p.89.

1923/11: Town square under consiruction, p.153.
10923/131: Houses in profection, p.152.

1027/L 7: Excavation site. Qil. Colour reproduction
in Grohmann, p.261,

1932}y 11: Small lown, p.150.

Shitting or variable viewpoint. Several viewpoints
combined. Synthesis of spatio-plastic treatment
and movemeni:

1919/156: Composition with B. Qil on cardboard,
Reproduced in colour, Gledion, p.97.

1919/191: City plan with green sleeple. Waftercolour,
1919/193: New forlress. Colour. Grohmann, p.388,
1922/29: Arabian cfiy, p.156.

10922/42: Castle in the afr. Watercoelour and oil and
gauze sized with plaster,

1924/38: Houses in landscape, p.186,

1925/1 9: Houses in the couniry, p.188,

1928/p 7: Littie week-end house, p.142.

1930/s 1: Af seven over rooftops, p.164.

1930/s 10 Hovering before rising, p.172.

1937/qu 17: The way lo the oty castle, p.166,
1940/N 14: Churches, p.104.

Qn the synthesis of spatio-plastic treatment and
movement, cf. the stages of development from the
Bauhaus perlod to the late work:

1024/39: Houses i fandscape, p.186.

1632/x 16 Litlle o/} fown, p.160.

1637/qu 17; The way fo the cily castle, p.168,

1940/N 14: Churches, p.194.

Page 213

Klee discussed some of his works at the

Disseldorf Academy, A remark has been preserved
about 1930/y 4: Daringly polsed, watercolour.
‘Daringly poised: | have been told that this is an
example of optical iliusion, that the dark spot is
made to ook light by the zone round it (some of tha_
students present agree that this is o). This seems
to epting from the physiology of the eye. | was not
aiming at such an effect, Optical lllusion is
psychologlcal and therefore different for each
Indlvidual, Perhaps the individual structure of the
eye has something to do with it too. | have never
used this method consclously, We had bette’r leave
the study of optical illusions to the psycholbgy of
perception.’ {Turning 1o a student: '} didn't mean to
say that you shouldn’t have asked, Always ash.")

Page 215
For Klee [etters and figures had an expressive
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value of their own, (The 'Creatlve Credo’, pp.76~77,
refers to the relation between fermal signs and
oufward experience.)

In connection wlith letters and numbers Klee
inquired into the ‘causal principle’, the essence and
appearance of the written sign. He investigated the
orlgin of the letters of the hieroglyphic and sign
languages and finally the alphabets of various
cultures. Letters and numbers are not only
vehicles of experience but also carry their own
history in their forms.

Klee's llbrary included : Karl Weule, Yom Kerbhofz
zum Alphabet, Urformen der Schrift,

Kasmas, Stuttgart 1915,

Page 227

The variations on the chessboard structure
(heavy-light) and composite units should nat be
taken as an interpretation of samething ready-made
but as a movement and development of form.
'Constructive representation’, he notes, 'provides
regular relations between values. Constructive
methods of composition are norms and guiding
ilnes far the treatment of the pictorial elements.’
Within any one norm, 'a movement of productive
form’ develops according fo the means employed.
Next comes 'imoreseive treatment', a free,

creative application of the insight gained hy the
consfructlve principles. ... !f we follow the gradual
unfolding of a primitive simple work, we shall obtaln
a closer view of two things: first the phenomenon of
tormation, ... formation bound to the conditions of
life, ... This phenomenon was discernible in the very
earliest craft, when form in the smallest sense
{structure) first made its appearance. ... As the
creative process continued, as the way grew langer,
the danger of monctony became apparent. For the

way, ... It mustrise higher, branch out excitingly, rise,

tall, digress; it must become by turns more or less

distinct, broader or narrower, easier or harder. And the

sections mustfall into a definlte structure; ... The
different segments of the way join Into an articulated
whole ... The different modes of Interaction produce
works of different kinds, {Cf, the complete text,
np.168-169). ‘In this realm we cross a boundary

line of reality, There ia no copying or reproducing,
but rather transformation and new creation. If we
surrender to It, 8 metamorphosis occurs,

something which, if healthy, is always new,

This is perfectly permissible, posslble, and natural.
In the course of the metamorphosis a new

reality Is created.’

re

Page 253

Examples mainly with emphasis on base:

1931/s 11: Ground plan {sketch). Pencil.

1931/s 12: Moving form on ground. Pencil,

1931/c 5; Active articulation. Pencil drawing.

1933/A 7: Palthways on the edge of the village. Oil.
1936/M 8: Howses close fogether. Colour sketch, p.160.
1940/Z 10: Rearranged town. Calour sketch,
Grohmann, p.398,

Simultaneous base and elevation (with varying
accenf on the projection of base and elevation):
1827/W 9: Cdle de Provence I, Colour. Grehmann,
p.389,

1932/x 16: Litile cfiff town, p.160.

1937{qu 17: The way lo the city castle, p.166,

Rhythmic structuring, accent on elevafion {spatial-
plastic accent obtained by structuring of planes):
1028/s 6: Castle hill, p.158,

1929/ 2: Fairy tale. Qil. Grohmann, p.398,
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On dividual-individual synthesis:

1929/R 10: Main path and side paths. Oil.
Giedlon, p.124. )

1929/N 1: Monument in the fand of fruit.
Water-colour. Giedion, p.130.

192978 1: Necropolis. Gouache. Colour repraduction
in Giedion, p.131.

1929/n 1: Surveying. Watercolour,

1930/R 2: Individualised aftimetry of horizontals.
Colour sketch. Colour reproduction in ’
Grohmann, p.277.
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Concernlng structural formation and the synthesis
of Individual and dividval characters ses the

later work:

1934/P 5: Secrel script picture. Paste with pigment,
Grohmann, p.401.

1038/D 17: Boundary. Paste with pigment.

1938/D 18: Law. Water-colour and paste with
pigment.

1938/E 2: Poster for Comedians. Paste with pigment.
Grohmann, p.297,

1938/J 18: Inlention. Paste with plament on
newsprint on burlap. Colour reproduction in
Gledion, p.175.

'Lower and higher individuals organically joined.
Loose-knit and separate {physically [oose-knit),
but brought together by & clear relationship.’

817
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Examples illustrating the exerclse: ‘Composifion
of I, individual and II, structural rhythms. To be
developed crganically, the one supperiing the
other.! As & solution to the problem Klee cited
‘The fish’, pp.297 and 284, Examples irotn

the theory of structure, facsimile pages 58 and
230.

Examples of diverse structural foundations:
1920/109: Flowers in a wheatffeld, p 256,

1924/128: Mura/, p.250.

19241126: Structural If, Colour drawing.

Giedion, p.118.

1026/2: Casfle to be buill in the woods.

Colour sketch, Grohmann, p.226.

1926/3: A garden for Orpheus, Pen and ink.
Grohmann, p.368,

1927/D 9: Difficull journay through O, p.106.

1927/N 2: Alr-tsu-dni, Pen and ink. Grohmann, p.259.
1929/p 6: Village in the raln, p.d45.

1931/x 9: Luxuriani countryside, p.304.

1934/qu 18: Clifis, p.304.

935/L 15: Oslenfatious defence, p.262,

1937/Q 16: Coof weather sels /n, Qil, Grohmann, p.2%4
1838/B 14: Coarser and fner, p.403,

Synthesis of rigid and fluid structural and
Individual rhythms:

16824132: Hiercglyphic water plants, p.240.
1034/qu 2: Uphill and then what ?, p.305.
1937/R 5: The Rhine near Duisburg, p.290,
1938/d 5: The grey man and the coast, p.316.

Light and colour energies as dividual rhythms,
individual accant on the active character of the line:
1931/T 16; Sieamer and saflboais loward evening.
Colour. Grohmann, p.401.

1931/V 8: The light and varfous things. DIl
Grohmann, p.241,

1932/15: The fandscape of UOL. Colour drawing.
Grohmann, p.401,

1932/K 2; Af anchor, OHl, Colour reproduction In
Grohmann, p.313.

1932/k 9: Tendril, p.104,

1932/x 10: View over the plain, p.B.

1032/x 14; Ad Parnassum, Dil and casein on canvas.
Gledion, p.132,
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Compaiison of the three pictures on pp.201, 204,
and 206 reveals three fundamental princlples of
camposition. Klee distinguishes the possibilities:




1. 'Physically looge-knit {partially constructive
reproduction of relations, or free irregularity).’

2, 'Brought tegether through clear relationships.’
3. ‘Unbroken contact.’

1887/U 11 View in red, p.201. Labile balance
from a static premlse. Pariial representation of the
conceplion ‘physically lbose-knit',

1937/R 6: Terrace with flowers, p.204, Statle-dvnamic
synthesls, Balance between gravitation and
momentum. Parts ‘brought together by clear
relationships’. In contrast to this, partial actlons
with interrupted connectians in a composition

with static and dynamic elements.

1838/v 2: Inferim near Easter, p.294.

1931/L 4: Three subjects, polyphonic, p.296,
Dynamically accented rhythms, polyphonic and
colout-transparent, in ‘unbroken contact’,

In Three subjects, polyphonic, the additional
differentiatton according to the criteria of stafics
and dynémICS provides an Intensification of
movement, pregressing rhythmically from the
shifted balance of the elements of synthesis to
full dynamic polyphony. On polyphony see the
note to p.380,
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From the netebooks of Paul Klee:

1802: Finally back to N., now a silent sowing
oflights at my feet. Oh, the overflowing

canfusion, the dlsplacements, the bloody sun, the
deep sea full of crooked little sailboats. Matter

on metter. | could dissolve In it, Oh, to be a man,
in ancient times, najve and insigniﬁ'{:ant. but happy!
May the day of evidence dawn and reconcile the
oppasites| To express the many sides of things

in one word, The clty Is a moving army of spots.
The blocks of houses are planes of light and
shade; white streets, solemn-green parks,

Aprii 7, 1914, Laier on, the Mirst Arab city was
clearly discernible. Sidibou Said, a hillside with
the white shepes of houses growing on It in sirict
rhythm, Ae real as a fairy tale, but not yet within
reach; far away, quite far and yet vory clear, The
sun darkly powerful. The coloured clarity of the
country is full of promise. The colours are more ;
glaring and are a little darker. The Arab clty at .~
night. Matter and dream united and a third pal:ty,

I mean |, myself, surely, in the very midst of it.
Something good must come of this.

Aprll 8, My head Is full of the expérlences of

last night, Art, nature, myseif, Went to work at once
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and palnted watercolours in the arab quarter.
Adtacked the synthesis: city architecture=picture
architecture.

April 12, The evening is indescribable. On fop of
it all the full moan rises. L. is prodding me. He
wants me to paint it. | say: it won't be any more
than an exercise. In the face of such nature | am
bound to fail. And yet | know something more than
| did befare. | know the road from my failure to
nature. That is an Internal affair to keep me busy
for the next few years. It doesn't trouble me one bit,
No use hurrying when you want so much. This
evening is deep ingide me - for ever. Many a blond
northern maonrise, like a mufled reflection, will
remind me time and time again. It will be my bride,
my alter ego. A spur to find myself. | myself am the
rising southern moon.

April 14, Arrived at Hamamet; it is still a litlle way
from the city,

The city (Tunis} Is marvellous, right by the seag,
Japged and rectangular and then jagged again,
Now and then [ get a look at the city walis.

Painted a goed dea! and dawdled. At a cafd in

the evening a klind singer and his boy beating

the drum. A rhythm that will stay with me for ever.
Aprii 16, (Kairouan,) First a great turmaoil.

No particulars, only the whole of It, and what a
wholel Extract of Arablan Nights with 99 per cent
reality content, What an aroma, how penetrating,
how Intexicating and at the same time clarifying.
Order and intoxication. An evening of delicate

yet sharply defined calour, I'm golng to stop work
now. Something so doep, so gentle is entering
into me; | feel itand that gives me a feeling of
certainty, without effort. Colour has me. [ no longer
need o reach out far it. It has me forever and
knows it That Is the meaning of this happy heour;
colour and | are one,

Anpril 19, First, proparatlons for my departure.

Lots of watercolours and all sorts of other

things, Most of it Inside me, deep inside, but

I'm 8o full that It keeps bubbling out.

Page 339

Cf. the new vlew of structure in biology as well

as the scientific study of 'inwardness’ as a world

of qualities,

Adolf Portmann, 'Die Wandlungen im

biolagischen Denken’, in Ble neue Weltschau,
International discussion concerning the dawn of

& new anti-perapective age. Technlical High Schoel,
St Gallen Void, Deutsche Verlagsanstalt, Stuttgart
1852,
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Starting from premises similar to those of Kiee,
Hans Kayser investigates the idea of harmonic
form in the development of plant forms, relating
them to the causal phenomena of the tone

scale. Basic form, leaf form, ramification, the
leaves as a whole, and the flower. Hls investigations
show that the function, life, sex, nutrltion, and
growth of plants are summed up in the harmenic
forms of the plants: discontinuum, gtages, rhythm,
polarity, symmetry, apiral, etc,

Hana Kayser, Harmonia Plantarum, Benno
Schwabe & Co., Baslo 1943,

One of Kayser's chlef works (Der hiremde Mensch,
Lambert Schneider, Berlin 1932) has the suh-title:
'Elements of an acoustic view of the world",
Kayser's ideas on harmonics In the plant world
often come close to Klee's conceptions of pictorial
harmony. Klee's library included Kayser's
Orpheus, morphologische Fragmente elner
allgemeinen Harmonik, Berlin 1924,

Page 366

1932: Tragedy. Oil. The picture was given the
English title of ‘Tragedy' when reproduced by

Karl Nierandorf, Paul Klee, Paintings, Watercolours,
7913 tc 1939, ed. by K. Nierendorf, intro, hy

V. V. Sweeney, OUP, New York, 1941,

There is no corresponding title in the catalogue of
Klee's works,

Page 380

The watercolour Polyphonic-abstract is cailled
‘polyphonic movement! in the manuscript version
of the couvre catalogue, 'Polyphony:

the study of harmony, the theory of simultaneous
sounds. Simultaneity of soveral independent
themes, Polyphony as a slmultaneous
multi-dimensional phenomenon.'

‘Colour polyphony: harmony of several colour
volces.' On the figuration of colour polyphonias
Klee says: 'They must be complete in order to be
heard, Polyphony should be constructive-linear
and also carried through in the colour values, or
else you are likely to get a somewhat unpleasant
mixture of freedom and constraint,” Criterla of
differentiatlon: Puraly linear, linear and planar,
or predominantly colour-polyphonic. Statically or
dynamlically accented style.

Static polyphonic
Linear:
The key of Fes-fs-mur, p.288.
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1927/D 8: Slate quarry, p.284,
1829/0 4: Rock, p.102.
1929/o 8: Huts, p.25.

Linear-planar and colour polyphonic:

Three-part polypkony, p.261,

1927/E 4: Harmony of the northern flora, p.506.
1933/H 7: A little room In Venice, Pastel.
Grohmann, p,399,

1837/qu 18: Architecture in the avening, p.184,
1938/H 20: Orlental-sweet. Colour reproduction in
Grohmann, p.331.

Colour polyphonle:

1923/62: Architecture (yeliow and violet graduated
cubes), p.370, Colour reproduction in Grohmann,
p.201,

1923/102: Colour trinom/al from A, 8 and (A1 B).
Watercolour. Grohmann p.395.

1927/w T: Harmony of the southern flore, p.235.
1932/x 13: Polyphony, OIl,

Exceptlion: transparent-polyphanlc:

1830/y 1: House, outside and inside, p.48.
1030/ 8: Pyramid. Watercolour.

1830/x 10: Polyphonic selling for whits, p.374.

Entermediate reaim between statics and
dynamics

Linear

Diagram of two-part polyphony, p.300.
1927/F 2: Symplomalic, p.300,

Colour:

1028/87: Inlensification of cofour from the static
ta the dynamic, Grohmann, p.395.

1930/w 9: Polyphonic archifeciure. OIl,
Gledion, p.100.

1834/T 19: In Bioom, OIl. Colour reproduction.
Giedion, p.101,

Dynamic polyphonic

Linear:

Hlustrations pp.62 and 84,

1830/J 7: Ywined inlo a group, p.340,
1930/a 7: Twins, p.118.

Linear-planar and colour-polyphonic:

1928/F 4: Dramalic landscape, Colour drawing
Grohmann, p.390,

1829/0E 4: Wlumined leaf, p.65.

1931/L 4: Three stthjects, polyphenie, p.298.
1931/m 7: Figura, p.383,

1932/y 4. The fruit, p.8,




1935/P 15 Lady demon. Oil.

Colour reproduction, Giedion, p.163.

On the subject of polyphony, Klee noted in 1917:
'Simple movement strikes us as banal. The time
element must be eliminated. Yesterday and
tomorrow treated as simultaneous. in music this
need was partly met by polyphony. The guintet in
Don Giovannl is closer to us than the epic
movement of Tristan. Mozart and Bach are more
modern than the ninetesnth century. [f [n music
the time factor could be overcome by a step
hack acceptakble to our consciousness, a late
flowering might still be possible ... Polyphonlc
painting is superior o music because its time is
more spatial. The idea of simultaneity comes out
more richly, The reflection in the side windows of a
moving tram car gives an idea of the backward
movement | have in mind for music. Delaunay
trles to follow the example of a fugue and put the
pictoriai accent on the time factor ~ this he does
by choosing an immensely elongated format.’
(C{. Klee's note on polyphony, p.296.)
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Cf. in connection with the form of the
pendulum movement:

1938/1: Heroic sfrokes of the how, p.283.
1938/ 4: The grey man and the coast, p.316.
1938/d 12: Source of fire, p.426,

In connection with the static-dynamic synthesis,
Kiee notes:

'The pendulum expresses a unit of time. ltis a
symbol of mediation between rest and movement,
gravitation and momentum, In the static the accent
Is en the vertical and horizontal, which are based
on gravitation. The dynamic stresses the curve,
which is based on momentum. There are
possihilities of combining the two. An
amplification of the rigid static analogy in the
chapter on balance,’

Simple example:

Linear analysis from 1037/R 4: River trip.

Qil, p.393,

Higher examples with mixed accentuation of -
gravity and momentum: .—"’
1931/Y 7: Diana. Oll. Colour reproduction in
Grohmann, p.270.

1937{R 6: Terrace with flowers, p.294‘.

1987/qu 10: Harmonised disturbances. Charcoal

and watercolour on burlag.
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1837/U 6: Harmonised batéle, p.178.

1937/U 12: Sfage fandscape. Pastel.

Colour reproduction in Grohmann, p.323.
1937/T 5: Qverfand, p.504,

1837U B: Blue night, Tempera and pastel on canvas,
1938/E 7: Stormy misg-en-scéne, p.443,
1938/J 8: Capriccio In February. Oil.
Grohmann, p.403,

1938/J 16: Shatlered key, p.430.

1938/J 17: Aeolian. Qil, Grohmann, p,405,
1038/v 2: Inlerim near Easter, p.292.

1939/P qu 11 Arrogance, p.d44,

1940/x 1: Eyes In the landscape, p.96,

Cf. Ideal and material statics, pp.182-5, and
Gravitation and momentum, p.395.

Page 414
Examples of the plctorial schemata of the first,
second, and third laws of statics.

Simple examples:

1823/138: Tightrope walker, p.196.

1927/v 1: Ships after the storm, p.372.
1929/m 3; Evening in Egypt, p.146.

1929/M 4: The sun grazes the piain, p.163,
1929/0 4: Rock, p.102,

1929/0 8: Hufs, p.25.

1929(s 2; In lhe current of six crescendos, p.212.
1930/N 1: Scaffolding of bullding under
construction, p.208,

1935/qu 15: Will you be seafed ?, p.206,

More complicated examples:

1024/39: Houses in landscape, p.186.

1624/189: Collection of sfgns. Watercolour and
pen and Ink. Grohmann, p.177.

1827/om 9: Var/alions (progressive mofif), p.28,
1931)V B: The light and so much else. Oil.
Grohmann, p.241,

1932/v 11 Small lown, p.150,

1035/M 17: Slgns in the fleld, p.198.

3ynthesis in the late work:

1937/M 17: Under the viaduct, Colour.
Grohmann, p.407.

1937/Q 7: Commenis on a region. Colour shetch,
Grohmann, p.405.

1937/qu 12: Fragmenfs, p.309.

1937/qu 17: The way fo the cffy castle, p.166.
1937/qu 18; Architecture in the evening, p.184,
1937/R 2: Temple festival. Colour. Grohmann, p.405
1837/R 5: The Rhine near Duisburg, p.280.
193%/U 6: Harmonised battle, p,178,

1937/U10: Signs in yellow, Pastel, Grohmann, p.404.
1937/U 11: View in red, p.281. "
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Cn the causality behind the figuration of
concenfric and eccentric forces and their
syntheses, ¢f, .

The examples ot 'Rhythms in nature’, p,268.
The rhythmic structures, pp.275, 279, and 282,
The formal statement and recept picture, p.365.
The function of form (recept), p.377.

Examples:

1926/R 2: Spiral flowers, p.377.
1932/v 17: Helical flowers I, p.376,
1932/y 4: The fruil, p.6.

1939/A A 2; Fama. Qil on canvas,

FPage 467

Klee on the colour theories of Goethe and Runge:
‘As we all know, there are many colour theorias.
We have Goethe's theory of colours, which he
probably worked out in order to refute Newton's
assertions. Goethe's work is the most detailed
discussion of the pbyslological, physical, and
chemical colours of his time. He also treats the
sensory-ethlcal effects of colour. We find earlier
traces of a colour theory and a theory of painting
in general in Leonardo, Diirer, and others. Today
still other colour theorles have heen devised.

Two of them in particular are distuszed from

time to time, those of Hoelzel and Ostwald.

But here we are neither a paint industry nor a
chemical dye house. We must be free and have
access 1o all the possibilities. | believe that the
theory of Philipp Otto Runge, which to be sure was
taken over from others, is closest to us painters'.

Phllipp Otto Runge.

Klee is reterring to Runge's Farbenkugel oder
Konstruktion des Yerhdfinisses affer Mischungen und
Farben zueinander und threr vollstdndigen Affinitis.
(Cf. Philipp Ofto Runge, Schriften, Fragmente,
Briefe, ed. Ernst Forsthoff, Berlln 1938.

Otto Bdttcher, Philipp Clio Runge. Sein Leben,
Wirken und Schaffen, Hamburg 1937).

Unlike Klee, Runge does not stress the movemenis
on the colour circle, He was malnly interested in the
relation between the quality and quantity and the
meachanles of colour relations. In Klee the relations
of three-dImensional equilibrium on the colour
circle (or sphere) have been amplified by

functlonal mobility. He took from Runge the
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concepts of 'absolute unity' {totality) and the
tension between 'finite and infinite', which in his
writing hecomes a tension between the earthly
and the cosmic, the immanent and the
transcendant (cf. the example of the rainbow).

A passage in one of Runge's letters, dated 1809,
suggests that his view of the world was very close
to Klee's: 'The analogy between vision ... and
hearing glves great premise of a future union
between music and painting or between the
tones and colours.'

On the same problem Klee says:

'Today & synthesis between the worlds of sound
and appearance seems to he a possibility.’

Wassily Kandinsky.

Kandinsky's cantributions to the theory of colour
are contained in the following works:

Kandinsky: Uber das Geistige in der Kunst {1912),
Wirkung der Farbe, Formen- und Farbensprache,
Theorie, Fifth edition, Bentel}, Berne 1956.

English translation: Concerning the Spiritual in
Art and Painfing in Particular, G, Wittenborn Inc.,
MNew York 1847,

‘Die Grundelemente der Form, Farbkurs und
Semlinar' (19231, 'Analyse der priméren Elemente
der Malerei' {1928) in: Kandinsky, Essays dber Kuns
und Kiinstler, ed, Max Bill, Stuttgart 1955.
Kandinsky, Punkt und Linio zur Fliche, Beilrdge zur
Analyse der malerischen Elemento {1928},
Bauheushiicher No.9, Third edition, Benteli,
Berne 1855,

Klse describes his relation to Kandinsky ina
testimonial on hls sixtieth birthday:

‘In addressing a word o Kandinsky, | shall try to
remain in the background ... At the beginning of
the century our ways crossed for a moment at the
Munich Academy, but neither of us attached deep
importance to the meeting. Then, a dozen years
later, our first rea! meeling took place at a time
when Munich, unofficlally at least, was a lively
place, the cressroads of the Eurcpean trends
which produced the Blaue Reifer. He was more
advanced in his development than {; [ could have
been his pupll and in a certain sense | was, for
some of his words managed to encourage,
conflrm and clarlfy my striving. It goes without
saying that these words were backed up by actions
{Kandinsky's early compasltions). Then came
something we helieved we did nct need, the
shattering reality of the European conflict and
with it, after a brief meeting on a neutral Island, a
protracted physical separation. But the work went




on quietly, for him abroad, for us others here.

The current of feeling between us remained
unbroken but indemonstrable, untll Weimar
fulfilled our hope of a new meeting enriched by

our comman pedagogic activity. Which is now to
be continued in Dessau.

Today we are on the eve of a great occasion, hls
sixtieth birthday. But there is nothing sombre
about that for one who has followed his ceuvre and
knows him personally.

Same complete their wark quickly (like Franz Marc),
others in their fifties are still taking resolute steps
into new territory and building richly on the ground
they have corquered. This is not twilight.

The r.chness and perfection of such acta,

whether performed early or late In life, seldom or
more frequently, sets them above the life span of
the artist and even above the time In which he lives,
This is what happened yesterday, and it can happen
tomorrow In his sixties. Itis a work in which all
tensions are cencentrated, Today [ say: good
marning, and coming from the west, | move a little
closer to him. He takes a step towards me and my
hand rests in his.

Germany in the vear 1926,

Wilhelm Ostwald.

On Ostwald's theary of colours Klee has the
following to say in a letter to Hans Hildebrandt
(first published in 'Die Maler am Bauhaus’,

Kalalog der Ausstelfung. Munich 1950} :

‘When ! read Ostwald's Colour Theory some time
ago 1 understood the distaste of most painters for
the scientifle study of colour, But | decided to

wait a little whtle o see whether some benefit migh
nat remaln frem my reading after all, And actually
a few [ittle oddities have stayed with me. One such
item Is the assertion that the science of acoustics
promoted musical production. It is not so

mistaken to draw a parallel between Helmholtz

and Ostwald, to say that they had the same
negatlve relation to the arts. But that is not how the
comparison Is meant. Sclentlsts often find
something childlike in the arts. The present case
permits us tc return the compliment. A number

of other things are also childlike, such as the

idea of a Poladamer Platz with automablle horns
tuned 1o the C-major chord. Aslde from the’
murderous effects of such harmony, it is ridiculous
to clalm that thie sort of tone painting free from
dissonance is musical. We find the same freedom
from dissonance In his ideas about colour harmony;
the resulting chorde would be comparable to the
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yodler and the Gstanzerl, For itis an old story

that beautiful with beaullful soon gets dull, Another
remarkable opinion is that the tempering of the
clavichord was a sclentific achievement. | can only
regard it as a practical ald, like the colour scale of
the chemical paint Industry. Of course we have
been using it for a long time, but we don't need a
theory of colour, All thelr interminabia mixing will
never give you a simple emerald green, fire red,

or cabalt violet. For us a dark yellow is not mixed
with black, because that would make it veer towards
the green, And besides, with all their learned
whitewashing they don't pay a moment's attention
to such things as fransparent mixiures {glazes).
Not to mention their uiter ignorance of the

relativity of colour values. They regard the

very possibility of producing a universal norm by
the harmonisation of equivalent tonalities as a
trespassing on the preserves of psycholegy.

| ask you!'
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Reprinted, under the title ‘Paul Klee apricht’, :
in the Bauhaus prospectus Junge Menschen kommen
ans Bauhaus, Dessau 1529,

Reproduced In part In English under the $itle |
‘Paul Klee speaks’ in Bauhaus 1919-1928,

Museum of Modern Art, New Yark 1938,

‘Ausapriiche und Aphorismen.' From the notebocka
of a student (Petra Petitpierre) at the

Staailiche Kunstakademie, Diisseldorf.

In: Dfe Tat, Voi.5, No.274, Ziirich 1940,

Uber die moderne Kunst. {Prepared as a lecture
on the occasion of an exhibition at the Jena
Kunstvereln, 26 January 1924.) Benieli, Berne-
Biimpliz 1945, English edition: On madern arf,
translated by Paul Findlay. With dn introduction
by Herbert Read. Faber and Faber, Londan 1947,

B Poems.
In: Podtes & I"écart, edited by Carola
Giedion-Welcker. Benteli, Barne-Bimpliz 1046.

‘Die Stimme Paul Klees.' Extracis from the
journal 1902-1905, from the article

‘Die Ausstellung des modernen Bundes im
Kunsthaue Ziirich' and from the Jena lecture,
brought together by Carola Giedion-Welcker,
In: Du, Vol.8, No.10, Zilrich 1948,

Dokumente und Bilder aus den Jahren 1896-1930,
Part 1 {Text of tha writings, letters and Journals
from Klee's literary estate) edited by the Klee-
Gesellschaft, Berne. Beniall, Berne-Biimpliz 1949,
This contalns, under the title 'Gedanken iiber
Graphik und Ober Kunst im allgemelnen’, extracts
from the draft for the ‘Schépierische Konfession® |
(1819), :

'Karl Jahn als Lohrer.’ Klee's obituary notice
for his viclin teacher in Berne. A single
column notice of 52 lines in an unidentified
Berne newspaper (date not yet established).

Aus der Malllasse von Pauf Klee.
Edlted from the shorthand notes of a student
Peatra Petitpierre, Benteli, Berne 1957,

Gedichte. Poems edited by Felix Klee. Arche,
Ziirlch 1960,




Extracts from the journals

Documents

Lettars

Tapebiicher von 7898 bis 1978, Edlted by
Felix Klee, 2td sd. Du Mont Schauberg,
Cologne 1860,

Enttias from tha Journals 1002-1905. In:

Leopold Zahn: Pauf Kiec: Leben, Werk, Gelsl,
Gustay Kiepenhsuer, Potsdam 1820,

Partly reproducerd in English In: Pauf Rlfee.
Translation by Miml Catiln and Greta Paniels.
2nd 2d. Museum of Modern Art, New York 1045,

Extracts from the Journals, transloted by Jean
Rousset, In: Lefiros, edited by Pierrette
Courthlon, Hod, Geneva 1945,

Some of these journal entrles have not heen
published elsewhete.

Quotations from Klae's Journal and the

1929 Eauhaus prospectus ('Paul Kl=ze spricht'’).
In: Robert Goldwaier and Marzo Treves:
Ariisis on arl, Pantheon Books, New York 1946,

Enkries ftom the Journal, 182, In;: Der Blaue
Rotler, Der Weg von 1905-1814. Minachen und die
Kunsi des 80, dabrhonderis. Catalogue of the
exhlbittan in the Haus der Kunst, Munich,
edifed by Ludwig Grote, Munich 1848,

Felix Klee: Pauf Kise. Leben und Werk in
Dokismenten. Diogenes, Zirich 1950,

Falit Kles: Mein Vator Klze. Diogenes, 2irich 1960,

Carola Gledlon-Welcker: Paul Kfea in
Selbstzeugnissen und Bilddakumenten, Rowehlt
Hamburg 1961,

Three quotations from Klee's private
correspondence, In: Cafaloguwe of Paul Kige
Memarial exhibifion. Museum of Art,

San Francisco 1941,

Extract from a letter ta Galka Scheyer, Weimar
10 January 1924, In: The Blue Four; Feininger
Jawlensky, Kandinsky, Kige. Exhibltlon cafalogue,
Buchholz Gallery, Hew York 1344,

Extracts from Klee's lettera fas well as Kandinsky's

and Schlemmer's) to Hans Hildehrandt. In: Dte
Maler am Bauhaus, Catalogue of the exhibition
held at the Haus der Kunst, Munlch.

Frests!, Munich 1050. e
Reprinted under the title: ‘Aus Briéfen von Paul

Klee an Hans Hildebrandt’, In Pasd Kiee, Gemilde,

Aquaralfe, Zeichnungen und Graphik, published
by Loihar-Giinther Buchheim-Militan,
Frankfurt e,M, 1950.
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2, Worke clted in the text

Plerre Courthion : Kiee, ¥ingt reproductians en
couleur. (RBibligthéque Aldine des Arts, Vol.27.)
Fernand Hazan, Parls 1853,

Carota Giedion-Welcker: Pauf Kige. Viking Press,
New York 1862; Fabar and Faber, London $952;
Gerd Hatje, Stuttgart 1854 E

Arthur Migah and Willy Yerkauf, Teufen/St Gallen
1954,

WIli Grohmann: Pawf Kiee, 2nd edition,
W. Kohihammer, Stuftgart 1954; Harry N, Abrams,
Naw York 1954; Luncd Humphrles, London 1954,

Denial-Henty Kahnwallei: Pauf Kiee
{Collection Paletizs), Ed, Braun, Paris 1850,

W. Kandinsky: {Pber das Geisiige In der Kunst.
Munlch 1912,

English translation: Concerning the Spfeflual in Al
and Pafnting in Particufar, Witlenborn, Mew York 1947,
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takan from Paul Klee's own Calalogue of
Works. Pencil drawings, pen-and-Ink drawinga,
end pictures done in watercolour or gouache
mixed with pasie are on paper where thete la
no indication to the contrary, Warks in mixed
tachnique {ofl and watercolour} are for the
most part on a eutface prepared with chalk or
plaster,
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1919413
19194115
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192041
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192270
1922/109
19227159
10025176
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1923/78

192313
19237128
1823178
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1924 /21

1924139
1924 128
19241132
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1925/ 0
1905/T 4
1925y 1
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1927
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Anatomic drawing

Blagsom

Inscription

Oh-of, yau sirong rman
Meditakion {self-partraif)
Landscape with gaffows
Houwse interior

Arfist"s piclure (self-portrait)

Rhythmle fandscape with (rees
Flowers In a whreatfield

Skelchr for realm of the planis,
eartht and aly

inscriptfan

Parspeciive of room with occupants

Fugue in red
Arabian city

Mura! from (e femala of
yearning ™, ittfer 7

Separalion in the evening

Jeene of calamity

Cselifating balance

Litfle fir-tres plelure

Town square upder construction

Archlteciure {veflow and vlofet
graduaied cubes)
Assyrian gama

Haouses fn profection
Tightrope watker

Cosmic flara
Landscapaly-physfagrnomic
Severily of the clowds
Vitiage In blue and crange

Houses in fandscape
Mural
Hiaropiyphie waler plants

Profile of head

Houses in the covntey

The lasé viflage In the valiey of Ph
Exoffc bird park

Salfral flowers

Reworked in 1836. Fish in circle
Two boafs near path

Litlie fester in trance

Pench

Pen and ink drawino
Pen and Ink
Lithagraph
Lithograph

Qil on cardboard
Watercolour

Pen drawling

Qll
Pen and Ink

Pen and inh
Watercolour and

pan and Ink
Watercolour
Watercolour
Watercolour and oil on
gauze prepared with
plaster

Watercolour
Watercolowr
Pen and watercolaur
Whatercolour
Oll on gauze
Walercolaur

a]]]

Qil on cardboard an
wood

Watercolour
Lithograph
Watercolaur
Gouache

Pegncll

Qil an paper prepared
with chalk

Colour

Tempera On canvas
Watarcolour

Reliaf-like painting
Oil on plaster

Oif

Colaur an papar
Pen and ink

Ol on canvas

Qil

Crayon drawing
Oll print

Klee-Stiftung, Barne Pags

Falix Klee, Berne

Galerle Fard. Mbller, Coiogne
Or R. Jycher, Milan

The Pasadena Art Inslitute,
California

Edgar Heratmann, Hamburg

Klee-Stlftung, Berne

Rolf Blrgi, Balp/Berna
Kiga-Stlftung, Barne
Fellx Kice, Betne

Prlvately owned

Felix Klee, Berne

Klae-Stiftunp, Berne
Klea-Stiftung, Barne
Kunstmuseum, Pasle

Staatliche Kunstsammlungen dee
Landes Mordrhein-Westfalen,
Dilsseldort

Hermann Rupf, Berne
Waorner Allenbach, Berne

Klee-Btiftung, Berne
Hlee-Stifltuny, Berne
Frivataly owned, USA
Felix. Klee, Berne

Klea-Stiftung, Berne

Klae-Stitung, Berne
Lyanel Feiningar Estate,
New York

Felix Klee, Berne
Privataly owned, Basle

Galerie Boyaler, Basle
Felix Klee, Berne
Fellx Klae, Berng
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153
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186
250
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25
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1927/k 3
1927/m 9
19270 1
1927/0 8
1827/0 9
1927/D 8
1827/D B
1927/d 10
1027/ 2
1927/ 4

1927/E &
1827/F 2
1027/f 4
1927/11

1927/ 3
1827 /v

. 1927/w 1
1027/w 2
1027/w 7
1927/x B

1927y 7
1927/ue 2
1927/om 9
1927jom 10
1927/3h 4
1028/k 2
1028/k 5
1928/k 9
1928/N 6

1928/F 6
1928/p 7

1928/q &
1929/m 1
1929/m 3
1929/M 4
1929/m 7
1928/n B
1829/0 4
1828/c B
1629/p 6
-1929/s 2
1929/s 6
1929/s 7
19295 9
1926/c 4
1828/g 10
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Artist's porirait

Pagodas by the wafer

Beride (cily by the waler)

Cily of Cathedrals

Rain

Slafe quarry

Difficult journey through O
The ships sef saff

Four saifboats

Harmony of the northern flora

Saiiboats in genlle motion
Symplomatic

The fower stands fast
Many-coloured lightning

Figurine 'The jester’

Ships after the storm

Thomas R."s country house
Siratification sets in

Harmony of the southern flora
Elecled site

Physiognomic Nghtning
Ardent flowering

Variations (progressive molif)
Green courtyard

About lo fake a irip

Three phantom ships

Horn percelved in lent
Overfones

A page from the cily records

[tafian city
Little week-end house

Foundalion walls of K,
Heuses al crossroads

Evening in Egypt

The sun grazes the plain
Church and castfe

(Litile) jester in trance

Rock

Huis

Viilage In the rain -
In the current of six crescefﬁos
Castie hill ’
Arrow In garden

OJd man rechoning
Uncomposed offects In space
Santa A al B

Gil

Pen and ink

Pen and ink

Pen and ink drawing
Pen and ink

Pen and ink drawing
Pan and ink

Cil on canvas on wood
Qil

0Qil on cardhoard
coated wlith chalk
Pen and ink

Pen and ink drawing
Indian ink drawing
Qil

Oll on canvas
Crayon drawing
Watercolour
Watercolour
Watercolour

Indian ink and water-
colour

Watarcolour
Watercolour

Qil on canvas

Qil on wood

Pen and Ink drawing
Pen and ink drawing
Pen and Ink

Pen and ink drawing
oil

Watercolour
Qil

208

12

Klee-Stiftung, Berne 280
12

Klee-Stiftung, Berne 12
Felix Klee, Berne 284
Felix Klee, Berne 106
Werner Allenbach, Berne B0
Galerie Beyeler, Basle 278
Felix Klea, Berne 506
Privately owned, Berne 276
Falix Klee, Berne 300
Privately owned, Berne 298

Staatliche Kunstsammlungen des
Landes Nordrhein-Wastfalen,

Dusseldorf 368

Privately cwned, USA 130

Felix Klee, Berne 372

Felix Klee, Berne 235

Felix Klee, Berne 235

235

302

330

Rolf Blrgl, Belp/Berne 20

28

Dr Forell, Munich 3n

26

Klea-Stiftung, Berne 36

31

Frivately owned, Berne a1
Gffentiiche Kunstsammlung,

Basle 244

Folix Klee, Berne 42

Staatliche Kunatsammiungen des
Landes Nordrhein-Westfalen,

Dilsseldorf 142
Watercolour Ida Bienert, Munich 356
Watercolour Fellx Klee, Berne 50
Watercolour Privately owned, Berne 146
Watercolour Klee-Stiftung, Berne 163
Pen and ink drawing Felix K'ee, Berne 138
Ofl on canvas 130
Pen and Ink Felix Kies, Berne 102
Pen and Ink drawing Felix Klee, Berne 25
Pen and ink drawing Felix Klee, Berne 45
Oil Galerle Beyeler, Basle 212
Qil Privately owned, Zurich 158
il Daniel-Henry Kahnweiler, Paria 56
Engraving 236
Watercolour Privately owned, Berne 140
Pen and pencil drawing Klee-Stifiung, Berne 54

16829/y 2
1929/0E 4
1929/3H 26
1829/3h 43
1930/N 1

1830/R 2
1930/ 9
1930/w 8
1930/x 4
1830/x 10
18307y 1
18304y 4
1830/A 1
1830/a 7
1830/C 3

1930/e B
1930/e 10
1630/s 1

1930/s 10
1930/d 7
1930/0C 5
1931/k 5

1931/L 4
1931/M 1
1931/m 7
1931/M 18

1931/p 11
1931/p 18
1831/r 8

19311u 15

1931/w 18
1931/x 9
193/y 3
19832
19327k 9
1932/m 1
1932/s 2
1932/t 5
1932/U 12

1832{v 11
1832/v 17

1032/x 10

1832{x 16
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Propagation of light {

filumined leaf

Coffapse

Mixed weather

Scaffolding of building under
consiruction

Planes measured by their heights
Spatlal study (rational connections)
Twins

Six specles

Polyphonic setting for white
House, oulside and inside
Daringly poised

Abundance in village

Twins

Jumper

Brother and sister
Ad marginem
At seven over rooftops

Hovering before rising
Twined info a groug
Polyphonic-abstract

Study for flight from oneself
(flrst versiom)

Three subjects, polyphonic
New things on olid soil
Figure

Entwined curve with positive-
negative plane formation

Air currents

Bull's head

Stakim

Variation on *Clreyit through 6
planes'
Landscapely-physiognomic
Luxuriant couniryside

Chess

Tragedy

Tendrif

Plant hieroglyphics

City Castle of KR

Garden rhythmn

Deceased melancholic

Small fown
Helical flowers

View over lhe plain

Little cliff fown

Watercolour

Watercclour
Watercolour

Qil

Colour

Pastel with paste
Pencil drawling

Qil on canvas
Watercolour
Watarcelour
Watercolour
Watercolour

Pen and ink
Drawing

Varnished watercolour
on cotton and wood
Cil on canvas

Ol

Tempera and water-
colour, varnished
Ol on canvas

Pen and Ink drawing
Watercolour

Drawing
Colour
Colour
Colour

Pencil drawing
Pencll drawing
Colour

Qil

Coloured ink on paper
Colour

Pencil drawing

Oil

ail

Qit

Colour

ail

Qil

Black and whlite water-
colour

Colour

Black and white water-
colour

Oil on woed

Qi

Galerle Rosenpart, Lucerne
Klee-Stiftung, Berno

Felix Klae, Berne

Felix Klea, Berne

Kunstmuseum, Berne
Klee-Stiftung, Berne
Klae-Stiftung, Berne

T. Kneeland, Hartford, Conn.
Felix Klee, Berne
Klee-Siiftung, Betne
Hermann Rupf, Berne
Klee-Stliftung, Berne

Felix Klee, Berne

Felix Klee, Berna
Kunstmuseum, Basle

Galerie Louise Leiris, Paris
Klee-Sitiftunyg, Berne
Hlee-Stiftung, Berne
Hermann Rupf, Berne

Klea-5tiftung, Berne

Privately owned, Parls

Klee-Stiftung, Berne

Felix Klee, Berna

Privately owned, Berne
Galerie Louise Leiris, Paris

Klee-Stiftung, Berne

Felix Klee, Berne

Galerie Beyeler, Basle

Galerie Beyeler, Baale

Fellx Klee, Berne
Klee-Stiftung, Berne

Dr R. Doetsch-Benziger, Basle
Falix Klee, Barne

Felix Klee, Berne

Staatliche Kunstsammlungen
des Landes, Nordrhein-
Westlalen, Dldsseldorf
Klee-Stittung, Berne

ar

65
176
402

200
41
54

118

116

374
48

213

214

118

30
118
74

164
172
340
380

296
208

38
383

436
320
439
439

163

BB
304
216
386
104
288
232
323

445
150

376

160




1032)y 4
1932/: 19
1832/1933
1933/L, 4
19837z 8
1933{D 20
TH33/E 12

183412
1934]19
1834/K 4
19341L 5
1834/M &
1934fN 17
1984 fqu 2
1034dfqu 8
1834/gu 7
- 183jqu 10
1924/guv 18
19345 7
193478 11
19340 2

193410 17
1934)U 19

1835/L 15

1935/M 17
1936{qu 15
1937iL 8

1837/N 3
1937)N 4
1934P 17
1837/qu 12
193%/qu 14
19377qu 17
1837/qu 18
1837fR 1
1837fR 5
1837/R &
1937/R 11
1937/T 5

193 %T &
TN T 8
193770 6
193710 11
1997w 17

193811

1938/D 16
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The fruil

The step

{Descent)
Dominated group
Schofar (self-porirarf)
Bust of a chitd
World harbour

Templakion

Mountain gorge
Mister Zed

With the whee!

A curlain is drawn
Aventie with rees
Uphilt and then whal?
Can't be chiinbed
Agitated

Heavily fructified
ClifTs

Spring /n stream

Galix apdominis (Belfy dud)
Fear

Snake-paths

Botanical thealre (1924-1934)
Ostenialious defence

Signs on the fleld

Wil yeu be scaled?

Lablle poinfer

Gerrineting

Forked siruciures in four-part time

Peach harvest

Eragmenis

Litte seaport

The way fo the city castie
Archifecture in the evening
Suparchess

The Rhine near Dufsburg
Terrace with flowers
Harbour with sailboals
Overland

Children's plavgrotrnd
Sexie! of genfuses
Harmonized baills

Viaw fon red

Successfuf sxorcismr 7

Heroic strokes of the baw

{Landscape} with (he lwo who are

lost

<]}

Oll en burlap
Oil on burlap
Watercolour
Qll on canvas on wood
il

Paste and plgment
an paper
Gouache
Colaur
Wetercolour
Colour

Pencil draw|ng
Penecil

Fen and Ink
Pencil drawlng
Pencil

Fencil drawing
Pencil drawing
Pencil drawing
Péen and ink
Oil on burlep

Oil

Oll on wood

Colgur

Watarcolour
Charcoal and red chalk
Watercolour on
blating papar
Pencil drawing
Gouache

Colour

il

oil

ail

Qil

ol

Oll on cardboard
Qi

ail

Paste with pigment and
pastal on hurlap
Pastel and red chalk
Pastal

Pastel

Pastel

Paste with black
pldment on paper
Cil on plaster

Gouache an news print

Mles van der Rohe, Chicago
Felix Klee, Berna

Fellx Klgs, Berne

Felix Klae, Berne

Roalf Birgl, Belp/Berne
Klee-5titung, Berna

Felix Kles, Berne
Klee-8iliiung, Berne
Fellx Klea, Berne

G. Davld Thompson, Plttsburgh

Fellx Klee, Berne

Fellx Kleq, Berne

Felix Klae, Berne
Klee-Silftung, Barne

Fellx Kloa, Berna

Fefld Kiee, Berne

Galerie d'art moderne, Pasle
Felix Klee, Barne

Felix Kles, Rerne

MNelson A, Rockefeller,
New York

Rolf Blrgi, Belp/Berne
Ralf Burpl, Belp/Berne
Klee-Stiftung, Berne

Klee-Stiftung, Berne

Felix Klee, Bernp
Falix Klee, Barnp
Falix Klee, Berne

Galerie Louise Leiris, Parlis
Galerie Loutse Loiris, Paris
Galerie Loulse Lalrls, Paris
Galerie Beyeler, Basle
Kunsthaus, irich

Heinz Berggruan, Parls
Galerle Lovise Leiris, Paris
Galerle Lauise Leiris, Paris

Felix Klee, Berna

Klea-Siiftung, Berne
Feliz Klee, Barne

Melson A, Reckeieller,
New York

Kunstmuseum, Basle

434
412
178
20
[-i1]

324
361

248
287
100

13
Ja8

26
304
320

16

94
262
194
206

408
124
272
122

. 309

200
168
184
227
290
204
108

504
484
336
178
a1

455

283

1638/E 7
1938(F 16

1938fg 10
1938/J-3
1938/J 5
19381 12
1938/J 18
19384 18
1938k 5

18387k &

1935/T 19
1838y 2

1938/ 1

19384y 11
1938/ 14
1938f¢ 7

1930/M 4
1830/M 3
1939w 11
1930/ 6

1930/A &

1939/FF 13

183a/uu 1

Starmy mise-en-scéne
Under the cloak tOriginal title

crossed ouls Exacl man in cfoak)

Dancing from fright

Aniryal monimeng

The grey man and the coast
Source of fire

Shatiered hey

Thirld brite

Forest wiiches

Lady and fashion

Le vouge et le noir
Interhn near Easier

Fragmenia venerls

Tafe of e itiree fishermen
Coarser and finer

Torture

Gulburst of fear N
Houses cfose together
Violin and bow

Shatlered tabyripth

Child's game

Motratain under compulsion
On the Nite

1938/ww 15 Scene of fire

1939/CD 15 O #he rurmoursf

1939/JK 9

Group af efeven

1930/LM 18 Accident

1030/MN 5
1939/MN 9

Fleeing wornan fooks back
Fighis witfi himsalf

1939/Pqu 11 Arrogance

1939
1840
19440/x 1

1940/N 13
1940/M 14
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From Klee's eslate No.0f7
(Untitled)

Painking on black background
(Untitiad)

Eves Jn the Jandscape

Sinil lfa on D0ih February
Churches

Colour

Paste with black pigment
on paper

Watercoloyr

[all]

ol

Qif on canvas

Qll on canvas

oil

il with wax on ¢oated
newspilnt on burlap
Qil

ol
Oil on burlap

Qil

Gouvache

Pen and Ink

Qil

Colour

Colour

Pencil drawing

Qil and walercolour ¢n
paper prepared with oil
on CANvas

Cotoursd pasta and
watercolour on card-
hoard

Qil on canvas

0il en burlap

Ol and pasts, warxed
on burlap

Tempera and oil on
hurlap

Paste and pipment on
Wrepping paper
Tempara and crayon on
white underpainting
Pencil drawing

Pencil and watarcolour
Coloured paste and oil}
yellow wrapplng paper
on budap

Watsrcolour
Cil on canvas
ail

ol

Colour

443

Felix Klee, Berne 457
Kleg-Stiituny, Barne 114
Galerle Loulee Leiris, Parls 456
Falix Klee, Berna 36
Rolf Blrgt, Belp/Beme 426
Roll Blrpi, Balp/Berme 430
H. Arnckd, New York 416
Fritz Gygi, Berne 462

Staatliche Kunsisammiungen des
Landes Nordrhein-Weetfalen,
Ddsseldorf 451
Rolf Birpl, Belp/Berna 14
Staatliche Kunetsemtiungan des
Landes NMordrhein-¥estfalen,

Diissaldorf 202
Privately awnad, Zlirich 452
A3Y

Felix Klea, Berne 447
Felix Klee, Berne 418
Klze-5iiftung, Berne 378
160

Follx Klee, Berne 121
Klag-Stiftung, Berne 432
Feliz Kles, Berna 448
450

Privataly ownad, Basla 342
Feliz Klog, Berne 308
4§42

Klae-Stiftung, Berne 258
40

Felid Klee, Horna 420
Fallx Klee, Berna 278
Klea-Stiftung, Barne 444
Felix Kles, Barne 480
Fellx Kleg, Berne 465
Dr E. Friedtich, Ziirich 133
Kl e-Stiftung, Barne 440
Klpe-Stiftung, Berns 194




1940/M 13
1do/M 20
1940/ 6

1940/K 16
1840/F 13
1040/F 20

1840

140

1940

530

Afler the acl of violance
Moundain game

Glass facade

Pafaces

- Cenfipede in an enclosure

Assauvil and batfery
From Klee's estate (Untitied)

From Klet's estate Mo 028
{Untitled)

Frant Kiee's estate No,334
{Untitled)

Coloured pasts on paper Felix Klea, Berne

Gouache

all

Colour

Pasiel on cotlon
Paste with black
pigment on paper

Paint mixed with pasts,

on papar

Watareslour mixed with

raste on burlap

Fipment mixad with
paste on paper

Klge-Stiftung, Berne

Kloe-Stiftung, Berne

Privately owned, Berne

Felix Klee, Deins

Fellx Klea, Eaina

"-llrl‘l
" 4se
~ a57

242

441

202
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List of farmal examplos
‘reproduced from the

pedagogic weitinga

Dynamics based on 1ha sgquare and fhe trlangle, In part related to
tha circle

The primordlal celi, set In motion by fertllisation and growing
Synthesls of figuration and appearance

Ffah In circle (1928)

Endotoplc — axotopic

Facaimile page from the ‘Theory of Articulation®

Croas-sections of & calla Ity

An organ investigated with a view to Its inner baing

Polyphonic synthests with a linear-active subject

Ceonstructive drawing from "Nodal polnts in space'

The truth about a palm-leaf umbrella

Movement combining epace and time

Free-formed polyphonic organism

Spatlo-plastic Interpretation of two differont scales

(projection of two forms Infc a highar unliiy)

Wariation on 1826/ A 4: Embraced

Combinad operation on herizental and vettical planes
Construction of a natural progression

Canstruction of a space with dlsplaced centra

The scaffolding by the sea

Shiting viewpolnt

Slx ¥lewpoinie unifiad and summed up in a medlan collective viswpoint
The aubfective way (to the conatruction on p.A74)

Four vlewpolnts on the same diagonal crass ag In (1} and {2, 180
A bird"s-eye viaw (towards the horizan) of the direct and Indirect
ways from A to B

Balanced zigzao construction with pronounced shifta from the
verfical axls

Lettera In static and dynamic positlons

Examples of 'dlvidual structurel rhythms' snd ‘indJvidual struetures’
Structural varlatlon based on a set of constructive principles
Bagic possibliities of structural formation

Prejection on regular bage, and irregular projecton an uneven surface
Three~part polyphony

Factural rhythm and its dynamisation

Key of Fes-ls mur

Fictorlal example after a threa-part movement by J. 8. Bach
Example with Infensifled dynamic activity

Frea movement on constructive foundatlon

Temporal and spatlal movemsnt combined

From pragrasslon or ragreseion of the radlus to the spiral

Two broken aplrals
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Pencli and crayon
Pencll

Pencil

Pancil

Pencll

Pencll and crayon
Pencil

Varous

Fancil

Pencll and crayon
Pencil

Pencil and crayon
Pencll and crayoen

Pen and ink drawlng
Pencil

Pencll

Pencil and Iadian ink
Pencil and ¢rayon
Pancll and crayon
Peneil and cravon
Pencii and crayon
Pencil and crayon
Poncil

Pencll and crayon

Pencil and crayon
Pancil

Pancil and crayon
Pencll and crayon
Paneil

Farcil

Pencil and watercolour
Pencil

Pencll

Ink and (ndian ink
Pencil and crayon
Pencll and crayon
Pancil

Pancll and crayon
Pengil and erayon

. - — " -

Fage 2»

134

173
174
175
18

185

210
215

X33
251
255
28

286
206/287
36
el -
802

415



Synopsis The main headings and sub-headings
are amplified by certain key phrases
from the text in order to provide a
mote comprehensive gulde

Towards a theory of form-production 2 Chaotic and cosmic

3 1. infinite Natural History,
The Living Forces

3 Cosmos-Chaos. Antithetical and real chaos.
Real chaos as a 'non-concept’

4 The cosmogenic moment: establishment of a
point in cheos, The idea of all beginning,

\ procreation

5 In bold outlines the whole, and in between,
the earthly man

6 'Ab ovo' - spatio-corporeal

1 The protogenesis of form

8 Natural order and artificiai order

g Chaos, Disorder — Cosmos, Order.

The (antithetical) chacs as a mythical
primordial state of the world

10 Natural order in the cosmos: movement from
light te dark.
Acrtificial order in the cosmos: articutation of
the movement from {ight to dark

12 Natural and artificial measurement

15 Z., A concent is not thinkable without its
opposite. Dualily {reated as a unity

15 On the whole idea of concept

15 The polarity of concepts. The relative positions

of opposing points in relation fo a central
point >

16 Dualism treated as a unity. Rest and unrest
as alternate elements in the paintet's
nrocedure, Movement and countermovement

17 The concept of artistic creation

17 Gestalt and form, Emphasls on paths to form.
Functions are purely spiritual, The power of
creatlvity, Material and ideal means
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18 3. Genesis of form,
Motion is at the root of all growth

19 Causality: the point that sets ltsell in motion. ¥
The universal cause is reciprocal tension, a
striving for two dimensions

21 How a reality is generated by causality.

(Form as a synthesis of figuration and
appearance}

22 The point, seen dynamically, as agent. Growth
of energy and the direction of motion

23 Synthesis of figuratlon and appearance.
Centrally irradiated growth, Growlng in partial
cross-section and in longitudinal section

24 4. Figuration is connected with movement. i

Forces and limits

24 The symhbols for pictorial dimensions

27 Graduated accentuation of the line.
Praductive growth of line and point

29 Dynamic density

30 Corporeo-spatial tenslons

31 Inside and outside, as concepts, are elther
relative or limiting

32 The basic forms, their tenslons and inner
relations. The universal cause is reciprocal
tension ' ?

33 Synthesis of movement and countermovement

34 Adjustment between progressive forms of
motion,
Combination of rigid and free rhythms

36 Boundaries of different velue for Inside and
outside

=

3% 5. Orientation on the surface and in space.
Articulation of the pistorial whole

3% Dimenslons on the surface and in space
39 Orientation on the surface !
41 Orientation in space
43 Dimensions combined In the cube
44 The 'I’ artents itself In space
according to three dimensions
45 Dimenslons in terms of direction ar movement
47 Questions of articulation in pictorial space
49 Orientation in pictorial space
49 Practical conslderations in regard to space.
Probler cf imaginary spatlal character o
rlane. Perspective, an Intellectual device ‘
51 Endotopic-exotopic
53 Space generated by tone value in the plane
54 Diametrical opposition of endotoplc and
exotopic treatment
55 The work as a mirror image of the 'I',
Dimensions and the concept of movement In
pictorial space

59 6. Objects in nature investigated in regard fo
their inner being. Essence and appearance
What we are after is not form but function

59 Functlon as source and origin.
The work and the law
60 Formalism Is form without function,
In the face of mystery analysis stops perplexed
61 An orpan investigated with a view to its Inner
being. (The transformation of a formal theme)

63 1. Ways of Nature Study

63 Dialogue with nature a sine qua non.
Yesterday's way: precise investigation of
appearance. Today's way: making visible
uneptical impressions and representations

64 Theoretical knowledge of the energies that

create and articulate forms in nature

Drawing inferences about the inner object

from the optical exterior, Humanisation of the

object. Non-optical way of intimate physical
contact: statics.

Mon-optical contact through cosmic bond:

dynamics

Synthesis of outward sight and inward vision.

MNaturalness of the work

[

(=]
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6% B. Exact experiments in the realm of art

69 Infuition and exact research,
Rules and deviations therefrom. Algebraic,
geometrical and mechanical problems are steps
in education towards the essentlal,
The necessity is to concern ourselves with
function.
From causes to facts
70 Intuition. Genius is not hard work.
Construction does not account for everything
71 Law, The meaning of irregularity

12 9. Purity is an abstract realm

72 Abstract? To be an abstract painter does not
mean to absiract from naturally occurring
opporiuvnities for comparison, but to distil
pure pictorial relations

13 Separation of elements pictorially and within
the plcture. Nothing may be added that comes
only from ouiside

75 Scurce of light must be in the picture
positlonally and functionally

76 10. Creative Credo
76 L Art does not reproduce the visible but makes
visible. Graphic art and abstraction

I, Journey to the land of better understanding.
The elements of graphic representation
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77 1lll, The elements should praduce forms but
without losing thelr own identity

78 Forms and objects. Spatial structures
rproduced by energies. Possibilities of variation
and opportunitles for expression grow by
enrfchment of formal symphony, In the
beginning is the act, but above it is the idea
1¥. All becoming is based on movement.
Space is a temporal concept. Tlme and motion.
In universe, movement is basis of everything.
A work of art is first of all genesis
V. Formerly artlsts depicted things seen an
earth. Now the relativily of visible things is
made clear

79 The visible an isolated case drawn from the
universe as a whele. An effort to give concrete
form to the accidental. Inclusicn of concepts
oi good and evil and simulianeous union of
forms, Every energy requlres its complement.
Aim: a formal cosmos, much like the Creatlon
VI. Examples: an interplay of movements in the
universe, at their centre the *I' an the ship
VII. Relation of art to creation is symbolic.
Plctorial polyphony. Lofty aspects of the
question of form are not yet art in the highest
sense

80 Art plays in the dark with ultimate ihings
and yet it achieves them

B1 11, Survey and orienfation in vegard to pictorial
elements and their spatial arrangement
Lecture delivered on the occasion of an exhibition
at the Jena Kunstverein 26 January 1924

81 My words will not stand alone, but complement
my pictures. Parts of the creative process
carried on in the subconscious,

Consideration of a new approach, Posgible
shift of emphasia from form to content

B2 The specific means of the artist,
The parable of the tree.
Different functions in different elements,
Methods of handling spatiai representation
leading to a plastically clear image. Difficuity
in temporal deficiency of language

86 In language impcseible to see many
dimensions at once. We must consider parts
in great detail. Manifold dimensions.
Simultaneous view of many dimensions in
music {Polyphcny).
Contact between dimensions /n drama must be
mace outside the medium; and afterwards

86 The dimenslons of the picture.
Relation between work and nature.
Distortion of the natural form is demanded by
specific pictorial dimensions: Line, tone value,
colour




87 Propertles and applicailon of three lines of
reference. Logical fo handle them all with
same precisfon. Dlstinguishing symbols of
pure line (linear scale), pure tone (weight
scale), and pure colour {colour circle}
Picturing the chlef scenes In the drama of
colour relations. The emergence of the
elemonts in a new order, producing a figure
called form or object

Motit and theme, Every complex sfructure
lends itself to comparison with familiar forms
in nature. Associniive properties

60 Justification of an objective concept in a
picture. The formal elements singly and in
their speclal context; their appearance in
groups.

A further dimension; that of content
Contrasts and subile variants on them

8

==}
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9
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92 Dimension of siyle,
SBiatlc and dynamic aspects of pictorial
mechanics (impulses of energles and force of
gravity). Claasicism and romanticism.
Compaosition,
Distartion of natural forms. Image of creation
as genesls
83 Journeying along the paths of natural creatlon
is an excellant schooel of form,
Scientiflc knowledge:
For purposes of comparison, only with a view
to mobility, and In freedom,
From pretotype to archetype.
Not only to reproduce things seen, but to
make secret vision visible
The cultivation of the pictorial elements,
purification and use in pure state, Benefit
from association between philosophy and
craftsmanshlip, A work of vast scope spanning
element, object, content and style

b

@
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Contributions to a theery of pictorial form

98 Subtfactive configuration. Internal construction
Minuend and subtrahend

99 1. The concept of analysis

1

103

105

100

1"

1

2

(=]

899 Motlves for analysia, Analysis for the chemist.
Examination of a work of art with a view to
the stagesn of its coming-into-being
100 Before the formal beginning, a whole pre-
history; Weltanschauung

11. Ways to form, how form comes into heing,
ways to the basic forms.

Survey and orientation In regard to ideal
formative elements.

Essence and appearance of the formal
elements.

Regular and irregular projection. Measure and
weight. Structural formation., Elements of a
theory of structure. Rhythms and rhythmic
structures

1. Line: active, middle, passive

103 From point to line. The line as element.
Linear and planar character.
Ideal three-dimensional piece of sculpture In
space.
Phenomenon of the mobite point

Linear-active

105 The point as primordial element. Primordial
movement, a point that sets Itself In motion.
Genesis of form. Authentic, highly-charged,
active line

107 Main and aecbndary lines. Two
‘Interpenetrating’ lines

108 Points of tension of the hurrylng line. The
straight lines are tha quintessence of the
atatic

Linear-medial

109 The movement of a point gives rise to a plane.
Result of forces working in different directions

111 Point-line movement=planar Impresslon.
Planar-medial (atatic and dynamic examples)

Linear-paasive

112 Active plane formatlon and the baslc relations
of tension

The basic formal differences: active, middle,

passive

116 Analysis and synthesis of differences

117 The genesis of composite forms
(interpenetratlon or mesh)

119 Examples of composite forms, studies in
movamant

120 Active, middle, passive: Linguistic analogy,
Exorcise: attempts at composition with the
three elemeants

121 Exercise: the violin
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123 2. Line, plane and orientation in space

133

15

puc'y

Converging and diverging fines.
The dimenelonal signs.
Perspective construction of space

123 Convergence

124 Divergence

125 The formative dimensional signs.
Discharge of tenslon from polint fo line, line
to plane, plane to body.
The cube as a balanced synthesis

126 Representations: body, spatial, inward.
Basic examples

120 A theme treated in difierent ways. Endotoplc
and exotopic, Accent and interpenetration.
Interpenetration of space and volume

131 More complicated examples of interpenetration,
mesh, and mixed forms

Perspective

133 Planar and spatial dimensions illustrated by a
railway track

134 Construction of a natural progression

135 Cross-gradation

136 Censtruction of a space with displaced centre

137 Construction in three dimensions. Lengthwise
gradation. The vertical

139 The shifting vertical, with shift of vlewpoint
(position of the eye) from left to right. The
phenomenor of countermovement

140 Several visual points in spaca, Movement and
countermovement

141 The horizontal

142 Varying subjective height, visual polnt varlable
to left and right (multi-dimensional simultaneity
of projections}

143 Space and body. Upper surface and lower

surface

Horizontal lines at eve level and horizontal

planes

146 Eve-level (in perspective projection)

147 Horizon as appearance (seen):
material {(earthbound} statics, and the horizon
as Idea (concelved}:
Idealised statics.
Raising of the eya-level,
Subjective haight and subjective distance

149 Logical and psychological recuracy of
parspective. {(Distortion in photography)
Exercises; examples of balance In drawing
and tone value, according to balanced
sfructures in the plane

150 Balanced structures in the plane.
Planar dimenslons and the body's dimensionsg

14
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3. Synthesis of spatio-plastic
representation and movement

Irregutar projection. Subjective theory of space,
Shifting vlewpoint.

Ideal and material statics
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170

151 [nternal volumes, two-dimenslenal, frontal and
slde views,
Theary makes for clarification.
Freer form based on the rules

152 Movement according to rules.
Possibilities cf spatio-plastic representation
and movement. Organic combinations of
principal forms of perspective deviations from
true central perspective

153 We must work our way back to unity, Regular
deviation based on projection, Irregularity
consists in accentuation of parts. Freedom
into movement and movement info freedom

154 Interpenetration of endotopic and exotopic

Irregular projection

155 Combined operations and projection in
different posltions, deviating from pure central
perspective (principal possibilities pp. 155-9)

157 To understand combined forms, we must
break them down Into their component parts

158 The formal elements singly, and as they are
related, Difficulties in analyfical approach

181 Dimensional operations combined into a
higher structure

162 Static narrowness.
The natural possikilities of width in afl natural
positions

183 The horizontal in itself, purely as form

165 Mechanics of subjective height.
Mechanics of width

167 Actual planes and perspective planes by
themselves and combined

The shifting viewpoint. Active, operative movement.

Centres of meaning. Identity of way and work

168 The necessary requirements for the beginning
of action. Since we ourselves are moved,
easier for us to set things in motion

169 Communication of the work's mohility to
others, Pre-creation, creation, post-creation.
The phenomenon of formation. The
fundamental relation between formation and
form. The way to form Is higher than its own
goa!. ldentity of way and work

170 Subjective and objective horizon

Subjective theory of space. Wandering viewpoint.

Irregular projection with free application of the

principles of perspective

171 Subjective height and suhjective distance.
Ways of several subjectives In space.
Several viewpoints combined

173 Shitting viewpoint e

174 Six viewpoints, unified and summed up.

175 The subjective way

176 Static and dynamic balancing movements

178 Static-dynamic tension and position of balance

178 Statics: terrestrial norm, rest.

Dynamics: frem the cosmic standpoint, motion
is the norm.
Mechanical elements of statics
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182

187

198

207

17% Diagonal synthesis of dimenslons,
Analytically according to companent
viewpointa

180 Basic dynamic principle

181 Constructive principle; four viewpoints
arranged in a square

ldeal and materia! statics

182 ldeal (cosmically conscious) or idealised
statics. Material (ferrestrial) statlcs or pure
statics

185 The earth, from a cosmic point of view,
provides the basis for a static-dynamic
synthesls

187 A three-dimensional experiment with motion.
Architectonic structures, contingent and free
movement. Development from static to dynamic
in painting

188 How to overcome static narrowness,

Analysls of 1924/3%; Houses in landscape

Static-classic and dynamic-romantic style.

Intermediate realm, and synthesls

193 Style-forming tensions of the ‘',

Force of gravity and centrifugal force

195 All figuration is movement. Representation
with change of place and moving picture plane.
Conflict between subjective and objective
vields perfect unity

19

-

4, The sensation of weight as a formative
element. The balance of forces. Weight and
counterweight.

Quantity, quality, and their relativity

197 Tightrope walker as symbol of the balance of
forces. Investigation of gravitational
balance
The scales
189 Weighing planes.
Spatlal scales
200 Disturbance and re-establishment of
symmefrical balance. Weight and counter-
weight,
201 The halancing of forces by vertical-horizontal
thrust (linear and planar),
The balance of crossed diagonals
203 Asymmetrical balance
204 Question of balance in terms of the three basic
pictorial elements, extenslon (line and plane),
tone value and colour character
Disturbed balance and balance resfored.
Balance without symmetry
207 Local Imperative.
Particular ldea governs situation of centres of
gravity -
Schematic composlilons related to our studies of
balance
207 Fulerum and balance
208 A ilttle drama of horizontals, jnterpreted in
human terms

20

o

217

217

23
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237

209 Asymmetric layout

211 Structural examples having regard to
devlations from the vertical and their
possibilities

212 Relaxation through the horizontal (epic tempo).
The most primitive of structural rhythms

213 Quality, quantity and relativity

214 Relativity in nature and in art. {The concept of
speciflc gravity applied to formal elements)

215 Exercisa in capital letters (antique).
In solemnly static or dynamic position

5. Structural formation. Individual and dividuai
characters.

Measuring and weighing as a pictorial
procedure.
Measurements of time and length

Structure (Dividual artlculatlon)

217 The most primitive structural rhythms. Addition
of units in two dimensions

218 Analysis of movement in connection with
1931/y3: Chess

220 Structure in terms of measure and welghf

221 Measure and weight, Regular repetifion of
maore than one unit

223 Weight structure in two dimensions,
The chess-board

224 Analysis of movement in connection with
1837/R1: Superchess

226 The regular repetition of a higher unif is again
characteristic of structural form

227 The chess-board structure with stress on the
diagonals. Structural rhythm with dividual
character

228 Higher structural rhythm

230 Examples of dividual structural rhythms and
individual structures

Individual rhythms {individual structures)

231 Special case of dissymmetry, the Golden
Sectlon

234 Analysis of movement in 1932/s2: Cily Castle
of KR

235 Mass, weight and thelr movements.
The picture plane with movement Intensifled

The contral opposition. Dividual-individual

237 Symbol of dividuality and individuality
(Structure, Style, Rhythm)

239 Dividuality - Individuality.
Examples of rhythmical structures

241 Other paossibilities of dividueal structure.
Liquid, solid, gaseous

243 Structural types summarised

245 Fundamental possikilities of movement with
dividual-individual structure

246 Rhythm and dlvidual structure

247 General strucivral concepts and criterla
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248 Organisation of structural characters.
Decrease and increase ot composite units

251 Basic possibilities of structural formation

2562 Rhythmic structuring with flexible base

253 Irregular projection on an uneven plane

257 Discussion of the central antithesis:
Dividuai-Individual

258 Lower and higher individuals

260 Dividual-Individual synthesis

261 The formation of organic parts with regard to
thelr interaction in forming a whole.
Three-part palyphony

263 Linear analysis from a structural composlition

264 The relation between the individual and the
dividual belonging to It

2865 A higher perceptible whole, Relativity of
division

Rhythms and raythmic structures

267 Rhythms perceived through threa senses.
Acoustic rhythms by tapping. Qualitative and
quantitative expressions

268 Rhythms in nature

269 Structural rhythms in stanza form.
Further translations into the pictorial realm

Cultural rhythms

271 In the field of music the basic structure lies in
the beat, Two- and three-part time

273 The conductor's heat. Three- and four-part
time

274 In the pictorial feld, the passage of time
brings with it a movement of the ground plane.
Rigid and loosely-connected two-pari fime

275 Rigid and fluid three-part time

277 Four- and five-part time with varying accent
and progressive direction of motion

278 Articulation in varying times and types of
movement

279 Rigid and fluid six-part time

281 Quantitative and gualitative representations of
rhythmic structure

282 Factural rhythm

285 Pictorial representation of a musical theme

286 inset: pictorlal example after a three-part
movement by J. S. Bach

287 Horizontal and vertical relations of two or
three voices in respect of individualisation
(indlvidual and struciural character of three
volces).
Syncope

289 Factural rhythms and two dimensional three-
and four-part time

290 Freely chesen rhythms In fragmentary

arrangement

Assembled objects and fragmentary experience.

Abstract elements In an organic context

292 Successive singling out of parts of the total
torm,
Exercise: Composition of individual and
structural rhythms

o
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293
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313

Ill. The basic concepts of development.

The figuration of movement. Emphasis on the
processes that lead {o form.

Theory of figuration, combined with nature
study.

Tension between alm and method.

Essence and appearance.

Nature and abstraction

294 The whole and the part

1. Different possibilities of movement.

Types of rhythmic structure.

Terrestrial and cosmic examples

Comblination of structural and individual rhythms.
Primal motion as norm in the cosmos

293 Repetition as the hallmark of structural rhythms

266 Polyphaonic interpenetration of indlvidual
rhythms.,
Polyphony

287 A musical exercise

209 Combination of individual and structural
rhythm. Melodic exercise with structural
accompaniment {qualitative and quantitative

emphasis)
300 A drawing in two voices, individual and

structural themes

301 Individual forms, division based on weight
(qualitative} malntaine strong Individuality

303 Comparison of combined Individual and
structural rhythm

304 Rhythm with loose and rigld structure

305 Dynamic individuality, based on a tonal-
dynamic structural rhythm

307 Composite form

308 Horlzontal and vertical alternation of
structural and structureless planes. Physical
constrainis on movement

308 Scales and plumblines as symbols of activity,
The frapmentary and pictorlal associations

311 The centre of the earth and its power,
The earth's layers and their dislocation

Earth, Water, and Alr
313 Terrestrial limitatlens and a helping hand from
the atmoapheric and watery zones
315 Primal movement as the norm In coemic space.
The whole thing moves
317 Movements in alr and on earth.
Rhythms with flowing and rigld artlculation
319 Movement In one direction, considered
theoretically In relation to norm and abnorm
321 Movements in water and air
322 Cosmic and atmospheric.
A meteor describes its orbit,
Cosmic form with loose artlculation,
The relevant movements and meana of
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333

336

343

345

351

expression: dynamic-adiacant and statlc-
confrasiing

323 Exercige: Combination of rigld and Newing
(or loosa) rhythms

2. The natural organism of movement as
striving for movement and execution of
meovement.

The function. Organic combination of two or
three factors.

QOrganlc explanation of individual and structural
articulation

325 Combination of rigidly articulated characters
with loosely articulated characters Into an
organic whole (a composition}

328 Straight line and circle

327 Growth and diminution of two elements

328 Organlc combination of two elements

329 Two unrelated heterogeneous objects

331 Anothar type of relation between iwo
heterogeneous factors.

332 Conflict and adaptation

The concept of structure in nature

333 Structural concept In nature: the grouping of
the smallest bodles in matter

335 Material structures In nature. Anatomical
example

Thae natural motor organism; the strlving for

movement, and its execution, Quantitative and

qualitative representation

336 The motor function

337 The natural motor organism {Relations between
bone, tandon and muscle)

338 The steps of motor organisation.

Diagram In quantitative-spatlal terms

338 Progression of the function values according
to importance. Relativity of structural and
individual functioning

340 Exercise: Organism In three parts with reference
to a welght scale and linear scaie

3. Movement is inherent in all change.

The history of the work as genesis. The
function of the wovk of art. The nature of real
farms of movement and the organic connection
betwesn them

Appropriate cholce, formation and accentuation

of organs

343 Three-part organism with active, middle and
passlve function. Lingulstic concept. |deal and
materlal order

344 Esssntial orpanic bond

The Water Mili, First example

345 Mistaken and appropriate cholce of principal
and subsidiaty organlc parts

347 Variation on the wateir-miil example

The Plant. Second example

381 Complex of relations: seed, nourishment,
growth, leaves, flower

952 Varlation on the plant example: reproduction.
Function of the flower. Representation of
natural growth in longltudinal sectlon and
cross-sectlon .

353 Analysia of 1923/176: Cosmic flora

354 Growth In partial cross-section and longltudinal
sectlion

354 A Cycle. Third example

354 Voluntary and involuntary movement
355 Movemant caught in the work. Movement is
Inherent In all becoming

357 Productive and raceptive movement

357 Productive movement takes time,
Countermovament, receptive movement.
The history of the work |5 chiefly genesis

3488 The receptive process. Stages

360 Tha path of the aye and the organisation of
the work

362 Four examples of the function of forms.

The idea of the weight of matter

363 Overcoming materlal gravity

364 Combination of the materlal and the idealistic
interpretation

365 Overcoming of gravitation, raplacement by
centrifugal force

367 Question of the nature of real forms of
movament.

Exerclee: Combination of stalic and dynamic
features in movement

360 4. Succession, or the temporal function of a

picture.
Movement as action and form.
The real forms of movement

368 Tha function of a plcture: the way in which
the movement of the plcture's genesis gets to
the eye, Every work moves in time as it comes
into being (productively) and as it is
apprehended (receptlvely}). The eye is first
attracted to the most Intense development of
pictarial energy

371 Successlon, 8 movement In time

373 Receplive processes

375 Product with centric character, represented
guantitatively

377 Functions of a picture and forms of movement,
The closer we come to the essence of the
function, the purer will be the forms of
movemant

378 Irregular arrangement of vailues.

Receptive preparation: the corresponding
functlonal dlagram

381 Recept, Dlagram |. Receptive action

382 Recept, Diagram ll. The movement by which a
formal elemant develops Into a new formal
element does not necessarily produce a
dynamic form

=
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384 A visible dynamics is craated only by successive
growth or diminution in respect of the enargy
employed

385 Symbols of the figuration of movement

403

385 The top

388 Tha pendulum - characteristic ability to
register the compensating interaction of
movement and countermovement

387 Symbol of the intermadiate realm, between
statics and dynamics, hetween gravity and
momentum

389 Analysis of the dynamic function in 1922/159:
Oascillating balance

391 The pendulum motion with extended shifts

362 Temporal and spatial movement combined

383 Static-dynamic tension. Medlation between
statice and dynamics

395 Gravity and momantum

397 The circle, the purest of dynamic forms

399 The spiral. The problem of direction

401 Exercise: the fountain

402 The water cycle

5. Cause, effect, and the figuration of dynamic
forces.

The organism of movement and the synthesis
of differences with a view to producing a whole
characterised by mobile calm and calm
movament.

The solution of endless movement

403 The arrow
Duration and direction of trajectory

404 The sling

405 Form of the projectile
Economy of energy and improvament of aim.
Two-dimensional movement {the blowpipe)

447 Rifling, and rotary motlon of the projactile.
How far shell | increase my range? The
consequence of the simultaneous helplesaness
of the body and mobllity of the apirit is the
dichotoemy of human existenca, The
course of the movament

409 The African arrow. The symbolic arrow,
Shaft, tip, rudder and trajactory

410 The parallelogram of forces. Rising and falling
trajectory

1 Vanes, ascendlng and descending

412 Change of direction

413 The tarrastrial curve as finite movement
(gravitation)

414 Pictorial schemata of the first, second and third
laws of statics

415 Concentric and eccentric forces,
The cosmic curve as infinlte movement

417 Force and countsriorce in the splral

418 Cause and effect: concentric and eccentric
forces and thelr relationship.
The arrow as synthesis of cause and effect
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443

420 Exarcize: determine tauses of piven eflect
and-represent tham in a drawing

The creation of moving forces

421 Tha movemant of tone value {from white lo
blach), Increase in energy, and direction of
movement

422 Contrasts in cofour temperature (cold and
warm eolours}. Heating and cooling

423 The mavements of colour tonality
Synthasis of tonality-movament and
tamperature contrast

424 The dimensions of tone valve and temperature
confrasts

425 Synthesis of light and teinperaiure

427 Tha development of movement and the

- solution of infinite movement. The composite

{gimultaneous) aperation of organic parts

428 The central grey point and diagonal colour
ralationshlps

425 The flat topography of the spectral colour
clrcle

430 The poetle symbal

1V. The articulation of the pictorial whole.
The orgarlsm of movement, .
Types of arflcolation and their evaluation,
Subjecis and parts

432 The distance fram the prototype

1. Nof the work that is, but the werk In process.
The building up of muitiplicities Inte a wnity.
The development of the whole. Repstition

433 Exercise 1; Every mora highly developed
organism g a synthesls of dlfferences.
Componenis must be glven nalural character,
Axoid formalism, Simple, self-conialned
mevement of ling; the lne atfached to points

434 The spontaneous movement of a man walking

436 Linaar, middte and planar charactar. The
characteristlcs meet ih the middie zane

437 Revision exerclses

433 Fositive-nepative plane formation,

Exotopic and endotopic

443 Exercize £, Movements in colour or tonallty.
{Pathos}

444 Exercize 3. Ethloal character of movement,
Qualltatlve representation. The solulion of
endless movemant

445 Exercise 4, Slalic construction rigid (no
figuration of movement)

447 Exercise 5. Sconea in a store. Organic
treatment of measure, weight and quality
tcoloun)

540
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465

467

2. The organisation of differencas info unity.
Subject and parts.
General review

449 Exerclse 6, From motif fo orpanism.
Synthetic and analytic approach. The
developmant of the whols,

Humen and pictarial anatomy.
The lapidary quality In the artlst's work

451 Nature's hounty,

Will, disclpline and abillty, Apparant and trua
primitivism. Field of paychic improvisation

453 The communication of exparlance acquired
from ideal figuration. The building of
multiplieities into a unity, To achlave the same
ae nature. Artlstry and obadience to rules.
Form production and form determination

454 Unbroken connection with the original ideal.
The fundamental point of artistic creation:
trying fo reveal what |s not visible.

The purpose of the pleture

455 The calligram

457 Bublect and parts based on many different
concepts. The way to Weltansohauung in
productive. Genssis as formal movement s
the Important thing in the work

458 The relation of the part to the whale.

(Table ol cencepts in facsimliie)

460 The cleavage between the real and the
imaginary

461 The meaning and usefulness of the table of
conce pls.

The apiritual in art, and beauty

453 Abstraction In a picture, In abstraction reality

s preserved. The power of creation

V. The order and naturs of pure colours.
Tepology of colour relations.

Finite and infinite movemenis of colour on the
plane,

Partial coclour actions and colour tonality.

1. Qrder In the realm of colours.

The finlte colour series and the Infinite
blending of colours,

Diametrlc and peripheral colour relations
The rainbow as a finlte colour setles.

The pure calour scale.

The spectral colour circle

467 Klee's observations on colour, drawing on
Goethe, Runge, Dalacrals, Kandinghy.
Setting up an ldesl pelnt-box,
The phenomenon of the rainbow, abstraction
of pure colour, yet imperfect phenocmenon

488 Saven colours of tha ralnbow,
Linear arrangement and finlte nafure of colour
serles

465 Pure colours, Tha unlimited colour series olthe
apectrum

470 The spectrum and the ideal ordet of coloura

471 Thls cosmic concept of pure colours flnds its
appropriate represantation in the ciréla

472 The colour clrele and the peripheral and
diamelrlca] movement of colours

473 2. The relatlons befween the colours.

BDiametric colouy relations.
The true and false colour pairs

473 The frue colour pairs

478 The three diameiers of the colour elrcle,
The phenomenon af complementary colours

474 Sevenfold gradatlon of true colour pairg mixed
by glazlng

475 Medlan coloutlessness abtalned by plazing,
reminiscent of pendutum swing [(movement
and courtarmovement) and of the mobile
ecala which finatly coemes to rest at the grey
intersection

478 Picture of reciprocity, Gaometrical illustration
from the three diametars of the colour ¢lrgle

477 Practical praparatlon of pure complementary
colours

478 The mathematical character of the colour
citcle in relatlon to our needs, Now colgur
pairs through the rotation of the diameater,
Simultancaus moverment and
countermovement gradually develop into
endless movement

478 Balanced movemenl and countermovement,
The colour pairs red-violet end yellow-green

480 Algebralcal proof of authentic colaur prirs

481 The false colour palrs

481 Result of mixing three false colour pairs
demonstrated geomatrically and algehralcally.
Green-crange

482 Green-viclet

483 Vielet-orange. Application of partial eolour
ectlons, and relationship to total efect

484 Exarcfse: seven-step gradation of real colour
pairs and of falsg colowr peirs

488 3. Pevipheral colour movement.

The canon of colour totality

485 From diametrlc to paripheral coleur movement,
Endless movement along the circumference of
a circle

438 The petipheral calour zone damonstrated in
terms of red

48T Colour zones for blue, yellow and red,
The ¢chain of totality

489 The graduatod form at colour zones
{crescendo and diminuendo). Three-part
movamant: the canon of totallty

481 Practical aftempts at measurement,
Comperison with musical canon

541

482 Poripheral colour movement n terms of the
arithmet|cal table

493 Primary, secondary and tertiary colours

493 Examined gaometricaliy

484 Causal chatgcter of three primary colours,
and the dependent character of the thraa
secandary colours according to the
relatienship of Gause and effect.
The canon of colour totallty

484 Representation In the form of & triangle

487 Complementary mavement and component
mavament

498 4, The law of fotality on the colour surface

49% Contrapuntal relatlon betwesn Blue, yollow
and red.
Warning ageinst teking the law too litarally

500 Law of totality in the realm of colout

501 The confusion of the law with the work, of the
foundations with the house,
The fulfilment of the law of totality:
The thres sides of the trlangle symbollsa the
whole colour movement, '
Complementary colour movements aro
trlangular in a sense

502 Supratriangular movements of false colour
pairs

503 Need for amplification of partial colour actiona.
Even partial actions take pface in time,
Combhination of the 1hree stages brings total
equiltbrivm

503 Complementary partial action, Three main
coleur glements and grey, the total equillbrium

507 The stat of the colour elements

508 The colour sphere. Orientation according to
the cardinal peinls of the colour glabe

&02 5. The positlon of the pigments on the colour

circla

58 Divislon of the colour cirele,
Determining the dlametric contrasts

510 Position of the piaments In refation to the
spectral circle

1 The 12-part colour ¢ircle according to Klee
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