





























Editor's Note

Klee himselt was eager that the articles and lecture notes from his Bauhaus

period should be published. His widow, Lily Kiee-Stumpf (1876-1946), made every effort
to help us in carrying out this wish. Her advice was of the utmost help to us in
establishing certain of the texts and in deciding between variant readings. We are
greatly indebted to the artist's son Felix Klee and to the Paul Klee Stiftung in Berne
for the loan of many works and for valuable documentation.

We are indebted to Petra Petitpierre for her shorthand notes 'From Paul Klee's
Painting Classes at the Dessau Bauhaus', 'From the Kunstakademie Diisseldorf
1930-32' and ‘Klee's Course in Theory'. All these have been used as source material.
Numerous Klee collectors have helped us in our work. Dr Richard Doetsch-Benziger
donated a colour chart in memory of his friendship with Klee and placed his collection
of reproductions at our disposal. We are indebted to Mr and Mrs Rolf Biirgi for
numerous loans, to Dr H. Meyer-Benteli for permission to include the Jena lecture
('On Modern Art'), to the Offentliche Kunstsammlung, Basle, and to Dr Charlotte
Weidler for their helpfulness.

Werner Allenbach, Ida Bienert, Dr E. Friedrich, Susanne Feigel, Fritz Gygi,
Daniel-Henry Kahnweiler, the Galerie Rosengart in Lucerne, Hermann Rupf and

G. David Thompson have permitted us to make use of originals and reproductions
from their collections; we wish to thank them and many unnamed lenders.

Robert Biichler, Christian Overstolz, Kurt Reiss, and a number of friends interested in
Klee's work have played a large part in the conception and execution of this volume.
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Preface

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 not 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 Leconardo 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 to what might be called the poetics of
contradiction, that is to say, poetics from Mallarmé to 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-positivity, of elusiveness, of the un-
certainty of existence, of the emptiness of reality, and the need to fill that void by human
endeavour and artistic creation. Nor are these born of an imperious creative will, but of
the contradiction which exists between an understanding of the anguished uncertainty
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 unconscious) comes
to us through this tormented paradox. Nor is it a single and grandiose image which
imposes itself on us by the logical system of its eternal values, but a hasty sequence of
images, often dissociated and enigmatic, and always fragmentary throughout the full
cycle of our existence. In turn, our existence is no more in its time-space reality than that
self-same succession of images: and there is no moment of our existence which is not
an experience of reality. These ambiguous images, then, are formed by ourselves. It is
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 come
from the vitality of the unconscious, but on the contrary, from carrying within us something
that is dead, which, being corrupted, corrupts us. This endeavour, therefore, and this
endeavour alone, is the subject of a speculation on art.

Perhaps, like Mallarmé, Klee too dreamt of the absolute work of art, ‘I'ceuvre’, and did
not achieve it; his real work must be found in the mass of evidence testifying to his 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 restless technical
experiments (since every technique is an attempt at ‘trying’, a ‘coup de dés' that may
even succeed in eliminating ‘'le hasard’).

The writings which compose Klee's theory of form are, in fact, an attempt to fix the
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 ceuvre. Since they cannot be
separated from the drawings which accompany them they cannot be separated either
from his other pictorial and graphic works, from the various planes on which his works
were being simultaneously developed, from the inevitable irregularity of his 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 measure
they are born and are formulated as didactics, like a well-prepared course of teaching
given in a schoo! 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 enchanted 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 own 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 technical executives and planners
capable of solving problems arising from industrial production and capitalist econ-
omy.

Klee always wanted to teach and he dedicated himself to the school with an almost
apostolic fervour. Conscious that art should be a means of human communication, he
saw in teaching, in the exactness of the didactic method, a strict means of human com-
munication. It is 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, to 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
scientific work, what is important to him is to specify a dimension or 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 is static, that which is now
in front, soon will be behind, and that which is now before will be atter.

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. Itis bound to the recol-
lection of its having been, to the possibility of its future being, under completely different
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 pointin 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.

It is the aim and the will of humanity somehow to control its own destiny, to know itself
and clearly to establish its position in the confusion of chaos. Finally to ‘save itself, it
this expression still means something when confronted with an empty void. Nothingness,
which stretches 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.

But it is not enough to desire this; to do or to become is 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 existence, a full consciousness of each moment of it.



It may be said that Klee's art and theory represent an attempt to reconstruct the world
according to values of quality; and since these values are not given and are embedded in
layers of false experience, it becomes necessary to distil these values by a transtormation,
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 tact
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 level 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 quality value will only be reached finally when the form produced, or the art object,
contains within itself all human experience, the sum of human experience since the
beginning of time. The work of art will be, even so, an object closed within its own finality,
but it will project itself upon the spatial horizon of the universe and the temporal horizon
of humanity. 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
work, 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'; limitation is logic and
calculation which determine the mechanism of modern productive techniques, the
techniques of industry. We do not wish 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 production, which industrial tech-
niques 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 saciety 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 traditional 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 dialectically 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 a search for an autonomous and absalute value, which, though derived from quantity,
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 prefiguration, 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 Gestaltung: 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 object which is
real and one which is imaginary, each image, being a moment of experience and of
existence, is no longer a fixed and detached representation but preserves 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.

By understanding his own motives, the individual does not isolate himself in his own
monad; on the contrary, he re-discovers in the myths of the unconscious the common
roots of man's being and his existence. Not only does he discover the relationship, but
the unity of the one with the whole. In the world of quality, the mythical images shed all
nocturnal shadows and become as clear as platonic ideas. The passive genesis (as
Husserl would say), which collides with memory and matter, becomes active genesis.
A new 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 evolved 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 Breuer 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
moment to another they might re-enter and dissolve 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 dimension in
which relations are clarified, and values are brought to the purity and transparency of
quality.
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The capacity of the image or of the object-image (and every image is already an object)
in no way contradicts the rational faith of the Bauhaus. If rationality is 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 ultimate 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 Gestaltung, where each sign signifies at the same time the
individual and the world, 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 felt 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 violent
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
poetics of utopia, 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 vanquished 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 ‘overcoming’,
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






1919/113: Meditation (self-portrait)
Lithograph (1).

1932/z 6: Scholar (self-portrait)
Oil on canvas on wood (2).

‘There are some who will not acknowledge the
truth of my mirror. They should bear in mind that |
am not here to reflect the surface (a photographic
plate can do that), but must look within. | reflect
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the innermost heart. | write the words on the
forehead and round the corners of the mouth.

My human faces are truer than real ones.

if I were to paint a really truthful self-portrait, you
would see an odd shell. Inside it, as everyone
should be made to understand, would be myself,
like the kernel in a nut. Such a work might also be
called an allegory of crust formation.'



Introduction How the pedagogic writings came into being

This book is the first full collection of Paul Klee's ideas on form and artistic creation.
These copious notes in which he has set forth his thoughts on the pictorial elements,
on contentand on style, give us new access to his creative work. The theoretical discus-
sions and analyses are accompanied by drawings which illustrate and elucidate the
context.

Text and illustrations form an organic whole, revealing the profound harmony between his
ideas and his methods of work. Klee himself said expressly that his ‘discourse’ should
not be considered by itself but as a complement to his pictures.

Movement stands at the centre of his thinking about form - from the simple forms to the
complex combinations of pictorial elements. The optical foundations of his theory of
form, as here presented, provide a remarkable guide 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 picture and goes its own specific way. To be an ‘abstract’ painter
meant for him to distil pure formal relations. The aim of his teaching was to promote 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 to my inner being." What a magnificent blueprint for freedom, given by an
artist whose many-sided theory and advice might sometimes suggest a restriction of
artistic freedom. Restriction? No, in these meditations he looked more deeply into familiar
views of the world, and boldly anticipated a mode of pictorial thinking which then, more
than thirty years ago, seemed to lack theoretical foundation.

Creative artists have often felt the need - whether to dispel misunderstandings or to
clarify their own ideas by setting them on firmer ground - to formulate their insights in
language. A few names may suffice - these are Klee's preceptors, whose writings he
studied assiduously during his years of development: Leonardo, Philipp Otto Runge,
Delacroix, Feuerbach, Seurat, and not least of all van Gogh (as late as 1918 Klee cited
Feuerbach and in his theory of colours he referred to Delacroix).
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Already at the age of twenty-three, Kiee felt laws 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 1902, 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 leitmotiv 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 more
alluring about line drawing or the treatment of forms — how long will it be until | 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 brought
him the experience of pictorial dimensions. 'If this teacher had taught me the nature of
painting as | later learned to teach it, I 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 own 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 Gogh, 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 'Moderner Bund' in the Ziirich
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 not a science, but on the contrary, a world of diversity.

His search was intensified by Der Blaue Reiter and the impressions of his trip to Paris
(1912) in the course of which he became acquainted with the works of Henri Rousseau
and Picasso. 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 Robert Delaunay's article ‘La Lumiére’, a short summary of
the basic ideas of Orphism. The cosmic phenomenon of multi-dimensional contacts was
revealed to him. And indeed Klee held that the actual substance of painting was to be
soughtin glimpses of harmony between content and colour. His aim of unifying the light
relations of several objects in a condensation of colours, was fulfilled in the watercolours
done during his trip to Tunisia (1914).

The war found Klee in Germany, spiritually prepared: ‘I have had this war inside me for a
long time,” he notes in 1915, 'so it does not inwardly concern me. Only in memory - for one
does think back sometimes — 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 wondered 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 forward, 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.
‘Another Sunday in camp. Finance officer suddenly called away on leave. At last |
worked hard, painting and drawing, and in the end | 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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Klee possessed a collection of natural objects
that he used in studying the nature,

appearance, and structure of the most diverse
organisms. He collected algae during

visits to the Baltic, pressed them between plates
of glass, and entitled the arrangement:

*Baltic forest'. He brought sea-urchins,
sea-horses, corals, and molluscs from Sicily and
other Mediterranean regions. He coilected
butterflies and stones - crystals and

petrified plants, amber, calcite crystals on
coloured sandstone, quartzes and mica.

He was interested in stratification, transparency,
and colour combinations.

The reproduction shows a box from his collection,
containing mosses, lichens, dried flowers,

seed pods, and leaves from his studio.
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1934/s 11: Calix abdominis (Belly bud).

Pen and ink.

‘'Spatio-plastic interpenetration.’
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Everything around me sinks away and my work comes into being as if by itself. Ripe
graphic fruits fall to the ground. | am planning to enrich my spare time by painting.
‘Perhaps | shall pitch camp again in the woods and set up a fine daylight studio and
take from nature a little of her spice. How full the impression of timelessness at
noon, the knife-edge balance of existence when even breath may hardly whisper. Here all
action is purely mechanical, mere appearance. Nothing matters but a long, full glance
within.!

Despite outward difficulties (during which 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 1 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 diabolical is fused
with the celestial; the dualism will not be treated as such, but in its complementary
unity. The conviction is already present. A simultaneity of good and evil’

Even before his discharge from the army, at Gersthofen, in December 1918, he completed
the first draft of his Schépferische Konfession (‘Creative Credo’), provisionally entitled
‘Thoughts on Graphic Art and Art in General'. It is a study of form and content from the
standpoint of the new methods. With striking clarity he sketched the foundations of a
dynamic conception of form. What he had noted spontaneously but in fragmentary form
in the Journals - his search for a dynamic view of the world —was for the first time
expressed clearly and systematically in the ‘Creative Credo’ (1920).

Here he set down the insights that were to provide the foundations 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 its 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 forms’; motion finds its fulfilment in
the equilibrium of rest. He was encouraged to write this essay by Kandinsky's article
*Malerei als reine Kunst’ (‘Painting as a Pure Art’) which had appeared toward the end of
the war (September 1918) in Herwarth Walden's manifesto 'Expressionismus - die Kunst-
wende’ (‘Expressionism — 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, a maxim such as “The work of art itself becomes the ‘subject’ "' says every-
thing there is to say.'

Freed from the pressure of the war, Klee was filled with an uncontrollable desire to work.
In 1919 he was in a position to say in a letter to Oskar Schlemmer: *‘Anyone who has
seriously concerned himself with art in the last few significant years is bound to know
perfectly well who | am." The statement was justified. The enthusiastic approval of
Theodor Déaubler, expressed 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 1921 Wilhelm Hausenstein put out his Kairuan, oder eine Geschichte vom Maler
Klee und von der Kunst dieser Zeit. These books met with an extraordinary response.
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Paul Klee's studio in Schloss Suresnes,
Werneckstrasse, Munich,
where he worked from 1919 to early 1921,

Hausenstein’s poetic and highly expressive work in particular attracted the young people
to these new worlds of form.

Meanwhile Klee had moved his studio from the Minchner Ainmillerst to the little
Schloss Suresnes in the Werneckstrasse. He made music with his friends - Klee's
predilection for Bach and Mozart is mentioned several times in our text. Kubin, Carossa
and Wolfskehl came to see him. He wasin contact with Rilke who from Soglio ir
Bregaglia sent him a print of the ‘Ur-Gerdusche’ with a personal dedic
Now that Klee was beginning to be more widely known, the question o

presented itself. Oskar Schlemmer, chairman of the Student Committee
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Paul Klee,
1921 at Possenhofen on the
Starnbergersee.
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While his application was still pending, Klee wrote in a letter to Schlemmer (2 July 1919):
‘...l should like to make it clear at the very start that my willingness springs from the
realisation that in the long run I 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, ltten, and Klemm.
‘Dear Mr Klee. We unanimously invite you to join us in Weimar as a master of the Bau-
haus.” Klee had heen attracted to Stuttgart by the student body’s support of his appoint-
ment. Here again this condition was fulfilled. Walter Gropius assured Klee of full freedom
within the framework of the Bauhaus plans, and wrote him: ‘The students are overjoyed
at the idea that you might come to us. All of us are expecting you affectionately. We are
looking forward to a quick Yes. | have been waiting a whole year for the moment when |
could send out this call. Perhaps it would be best if you should come to see us atonce, so
that we can talk everything over on the spot. it would be splendid if you should decide to
come. Then we shall be able to develop the strong atmosphere we need, more auickly
than we had thought.'

Two of the masters had just resigned. Gropius confided in Klee: ‘It goes without saying
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 to become
something pure and | think great. We must beg you to come soon, because otherwise the
maggots will start digging again, and for a number of other reasons.’

Two days before Christmas 1920, Klee received government approval of his contract with
the Bauhaus. 'l am glad’, Gropius wrote, 'that all the difficulties have been overcome.
Your studio will be painted in the next few days, so that we may be ready for you at the
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 takes me through the
gardens past Goethe's summer-house, across the llm and up 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 empty; it measures 10 by 11 paces and has good walls for pictures. |
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 time to the Bauhaus and was shown around for
the first time. In the morning one of the masters was working with the preliminary class.
When | wentin at 10 o'clock, they were having a break. The master, in a wine-red suit, was
standing with a group of boys and girls who were showing him their work. He gave one
group a written exercise to do on the words of Mariechen sat on a stone. They were not to
write until they could clearly feel the spirit of the song. But these were more advanced
students, not the actual beginners.
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‘Then the break was over. We went into the next studio, an immense room. One wall
was lined with racks of experimental studies showing the properties of different 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 a 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 contracted as though charging itself
with energy, and then suddenly he made two strokes in swift succession.

‘Two strong lines, vertical and parallel, appeared on the scrap paper. The students were’

asked to imitate them. The master looked over their work, had a few of the students do it
over again, checked their posture. Then he ordered them to do it in 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 different rhythms. Movement
characterised by varying intensity and

by change of position.

1930/C 3: Jumper.
Varnished watercolour on cotton and wood [1).

Schematic example of change of position [2]:
‘Superimposed moments of movement,
Alternate forward and backward movement of
arms and legs in walking.



3chematic detail from 1929/x 1: Landscape
vith fisherman. Drawing on coloured paper
fully reproduced in Grohmann, p.397) [3].
3patio-temporal summation and
ntensification of r of it

The function of a movement can be directed
yackward in time, towards the present, or forward
n time. The cardinal question:

'How shall I give form to the movement from here
o there?"" embodies a time factor.’

919/14; Oh-oh, you strong man!

drawing IV for ‘Corinth, Potsdamer Platz’ [4].
Visible mobility is created by successive
ncrease or decrease in the quantity or quality
f the energies employed (movement in all
firections - ""complicated-offensive").’

massage to train the machine to function with feeling. In very much the same way he drew
new elementary forms (triangles, circles, spirals) and the students imitated them, with
considerable discussion on the why of it and the modes of expression. 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 and criticised them.

‘After the criticism they went on working; one sheet of paper after another was torn off
and dropped 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 afternoon a class in “analysis” was held in a large room resembling an
ampbhitheatre. 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 on top a
projector. Again the master moved about, getting things ready and loading 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 some 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 not
to put the chain on the door Saturday night.'

That spring, Klee began to work at the Bauhaus. (14 April): ‘Tomorrow | am taking over
the bookbindery 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 to Lily at length on his first class (13 May): ‘Today | held my first class, and
something extraordinary happened. For two hours | 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 that | was thoughtless enough
to deal 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 ta 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. Itis
this natural way of doing things that gives me strength. The life and bustle of Weimar
do not exist for me. | work and never speak to a soul.’

In 1924 twelve students attended Klee's theoretical course; 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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Diagram of the organisation of the Bauhaus.
drawn up by Klee at Dessau in 1928,

The Bauhaus aimed to re-unite all the disciplines
in a new form of builders’ guild.
The feitmotiv: Art cannot be taught but
craftsmanship can.,

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 ot art 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 supposes 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 get to 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 lecture went quite smoothly yesterday, | was pre-
pared to the last word; this way | don't have to be afraid of saying something that is 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 backbone 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
Klee himself published a short excerpt from this text in Dessau in 1925; entitled Pddago-
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 at 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 chiefly concerned 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 editing these complementary sections | have kept to the
outlines drawn up by Klee himself. These new methods made it possible to undertake
analyses which show the functional process of motion to be the dominant centre of the
picture's content.

For the Bauhaus Report that appeared in 1923, Klee wrote his basic Wege des Naturstudiums
(‘Ways of Nature Study’). This publication, the Jena lecture of 1924 and the essay Exakte
Versuche im Bereich der Kunst (‘Exact experiments in the realm of art’) 1928 are included 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 here in a wealth of
concrete examples.
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Paul Klee in 1924
in his studio in the Bauhaus at Weimar.
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This juxtaposition of formal examples developing into finished pictures and of theoretical
texts is systematically carried out here for the first time. It is in keeping with Klee's plans,
many of which were found in his papers after his death. in 1925 he busied himself with
the preparation of a Pictorial Mechanics, or Theory of Style, which had been several times
announced by the Bauhaus.

We have tried to bring out Klee's concern for multi-dimensional simultaneity with the
help of typography - that is, by our arrangement of his form studies and creative work.
Our intention has been to give the dynamic forms their full expressive value 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 with
quickly tossed-off pencil sketches. Klee's lecture notes include constructive drawings,
often geometric exercises serving to elucidate pictorial laws (he drew his illustrations on
the blackboard).

For purposes of reproduction it has been necessary to copy certain of the schematic
pencil sketches. These copies are easily distinguished from Klee's original sketches 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 wrate: ‘Whenever, during creation, a type outgrows its genesis and | arrive
at the goal, intensity disappears and | have to look for something new. In production it
is the way that is important; development counts for more than does completion.’

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 notes. The peculiarities
of language due to his oral delivery and Swiss dialect have not been changed.

In the course of his formative years, Klee noted: ‘Busy as a bee collecting forms and
perspectives from nature'. At the Bauhaus his nature studies underwent a change: the
emphasis was now on the observation of functional processes and motion. ‘First give
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 tried 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
showed him the ‘original, primordial roads to form’, and answered his question of how
form comes into being.

While still in Weimar he wrote to Lily (1924): ‘1 am looking forward to the herbarium and
am surprised that these treasures of form didn't reach me long ago'. He made use of all
sorts 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
interpenetration of base and elevation, he explored their structure, combined many
aspects of the material world, and blended them into new form. From fragmentary insights
into the world of form, intricate new organisms developed. Klee wrote: ‘When several
aspects interpenetrate, the structures must be capable of life. The harmony between
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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. Interpretation and creative activity remain closely linked.

In considering a work of art, he asked whether it reflected the essence of the object or
only its outward, optical manifestation. A reference 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 occurrences can be represented ‘in its essence’. Dynamic
processes assume increasing importance in his thinking about form. Human movement
passes from walking (taken as a norm) to jumping, hopping or sliding, ending in the violent
inner agitation of overall spiritual activity.

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 on 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. Colour in its most
violent tensions and subtlest dynamic relations became the vehicle of the dynamic
unfolding of space. In his late work extremes of action are held together by brilliant
fundamental chords. ‘Contrasts exist only in relation to the formal part; unity is restored
by means of the 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 endless knowledge
to his investigation of the laws of painting. For him everything that happens in a picture
must have its logical justification. He termed his exercises in planimetry and stereometry
‘constructive ways to composition'. He applied 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 behaviour, and their essence. As a result of kinetic changes, simple forms assume
a variety of personalities — for example: ‘the death of the triangle’. In his thinking geo-
metrical abstraction is humanised.

An active exchange goes on between the two fundamental modes of 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 to
Lily: ‘We are engaged in feverish activity to cope with the great crisis, expected in about a
week . . . Possibly the “gallows birds" will climb down the ladder to 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 Eluard translated 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.
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‘Dynamics based on the square and the
triangle, in part related to the circle.”
(Klee's note:

[1] *Static interpretation ot the swastika.’
[2) 'Best position of the swastika from the
dynamic point of view.")
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He visited Segesta and Agrigento in Sicily several times. On his return to Dessau (1929)
he wrote: ‘Nothing is happening to me here and | don't want it to; | bear within me the
mountains and the sun of Sicily. These are all | can think of - in terms of abstract land-
scape - and now something is beginning to take shape. For the last two days | have been
painting again. Everything else is savourless. The German November is the preparation
tor the great northern festival, full of promise, but itself quite without direction.

In Dessau, Klee often admitted that it was difficult for him to go on combining creative
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 help to save a professorship for the Academy. ‘'In the forthcoming reorganisa-
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 happier you feel, the better 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
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
the opposite reason, not departure but return . . . His words and acts, his own example,
have done much to develop positive aspects of the students' character. We can all of us
learn from the example of Klee's tireless devotion to his work. And indeed we have
learned.' At the Diisseldorf Academy, Klee devoted himself chiefly to correcting the work
of his painting class. His new works and the efforts of his students were discussed and
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 Berne). We have
worked up parts of these notes that clarify Klee's ideas and used them to round out two
sections 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.

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
visited Porquerolles, met Picasso in Paris; and before Christmas he returned to Switzer-
land.

He went to Berne, where his father, Hans Wilhelm Klee, and his sister were living in the
family house in the Obstbergweg. 'Berne was my true home and attracted me as such,’
Klee wrote: ‘It was clear that | would return to it". He lived on the Kistlerweg, in a quiet
suburban quarter, surrounded by gardens. Here began the magnificent development of
his Berne period.

The events - illness and the work that brought deliverance - are reflected in letters from
the Bauhaus painters. 'Dear friend,’ wrote Kandinsky in 1936, ‘it seems to be your turn and
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Style group A
above: static
below: dominant gravity

Statics and Dynamics [1]:

In the realm of the static ‘steady’ means
attached to the vertical. In the realm of the
dynamic it refers to the controlied harmony of
free movement. The circle is the epitome

of the dynamic, the straight line the epitome of
the static.



Style group B
above: dynamic
below: dominant energy

1930/R 2: Planes measured by their heighls.
Pastel with paste. Colour on paper [2].
1929/y 2: Propagation of light I. Watercolour [3].

The opposition between static and dynamic.
‘The static is checked or fettered mobility

the dynamic is accentuated movement

or free spiritual mobility.’

Purely static emphasis: Planes measured by their
heights.

Dynamic emphasis and polyphonal transparency:

Propagation of light I.

I'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 your art is
spreading irresistibly from country to country and across the big oceans. I only hope that
you will soon, 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 ayoung 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 borne out by the vast scope and great stature of his last works.

Those who, looking through this book, try to track down the source of its visual energy,
will recognise more and more fully the miraculously complicated interaction of Klee's
basic precepts: the eternal dialectic between static and dynamic, the ‘multi-dimensional
simultaneity’ first formulated by the cubists; the relation between active and passive
elements; the connection between quantity and quality; the parallelism between accented
and unaccented functions . . . all of them meet to form fascinating patterns of thought.
With their help he put together his last views on painting, his final grasp of its autonomy.
Klee himselt once said: ‘I would like to draw upon those parts of the creative process
which are carried on, largely in the subconscious, while the work is taking form'. Largely
in the subconscious? Like Oedipus, he set out to solve the riddles of the world.
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With sovereign restraint he said of his theory: ‘It is a device for achieving clarity’. The
main thing, he said, was not to inculcate constructive or schematic foundations (these
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 is bound to feel at home in some part of this chart,’
said Klee 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 come from rules, and
explicitly condemned ‘formalism - the new academy’. The sovereign aim of his teaching
was to disclose the right extent of freedom. He summed up his vision in the words: ‘Man
is not finished. One must be ready to develop, open to change; and in one’s life an
exalted child, a child of creation, of the Creator.’
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Cosmos-Chaos

1. Infinite Natural History The Living Forces

Cosmos Chaos

Order Disorder

Chaos as an antithesis is not complete and utter chaos, but a locally determined concept
relating to the concept of the cosmos. Utter chaos can never be put on a scale, but will
remain 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.

cosmos m antithetical
w -

The pictorial symbol for this ‘non-concept’ is the point that is really not a point, the
mathematical point. The nowhere-existent something or the somewhere-existent nothing
is a non-conceptual concept of freedom 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-into-being and passing-away: the grey point.
The point is grey because it is neither white nor black or because it is white and black
at the same time.

It is grey because it is neither up nor down or because it is both up and down. It is grey
because it is neither hot nor cold; it is grey because it is a non-dimensional point, a point
between the dimensions.




The cosmogenetic moment is at hand. The establishment of a point in chaos,! which, ‘Klee notes elsewhere:

concentrated in principle, can only be grey, lends this point a concentric character of the ‘A Pointin chaos: Once established the grey
. ) ! b o oint leaps into the realm of order'.

primordial [1]. The order thus created radiates from it in all directions [2]. it 1 (D R G Bl GRSt

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.

1 above behind
'/. i .
/ {
/ -
'J:, 4 grey
o \ left - right
& rl
g 7 —~ infront  below ¥
. P
/
5o 0 0 N 2 above 4 towards white
. ’ V] behind
g T opt 9 towards violet
. o and red
A4 '
— left right
towards blue towards orange
N
\\
J in front
towards green
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The idea of all beginning, procreation: the
primordial cell, set in motion by fertilisation
(discharge of tension with a complementary)
and growing. The mobility can have a ‘formal’
accent: this means rest in the large form,
mobility in the small. Or the accent may be on
‘value': then we have a mobtile greater form
with a static small form inside (in the sense

of filling). Or the two as a synthesis (of the part
and of the whole); then both the great and the
small forms are mobile.



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

1940/From Klee's estate (Untitled).
Paint mixed with paste, on paper.

1Added: ' ... but not to be overlocked 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. 1939/LM 18: Accident, p.40.

Everything (the world) is of a dynamic nature; static problems make their appearance only
at certain parts of the universe, in ‘edifices’, on the crust of the various cosmic bodies.
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. If we reduce our perspective to microscopic dimensions,
we come once more to the realm of the dynamic, to the egg and to the cell. Accordingly,
there is a macroscopic dynamic and a microscopic dynamic. Between them stands the
static exception:! our human existence and its forms. In other words ‘we’ — an episode
within the whole, an episode subject to strict and compelling necessity. We are constrain-
ed by the plumbline, an imperative that crumbles in the directions of egg and death. The
static imperative ot our earthly being.



1932/y 4: The fruit. Oll.

Outer space

‘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, broken into
yolk and white).

3. Limit of the thing-concept (shell),
body.

4, The surrounding space (outer space).
The whole: spatio-corporeo-spatial.

+o%h Dl (he,,
U]

Inner space

@ Primordial
point

'That is: a spatial body in space.

Cf. 1917/130: ab ovo, Grohmann p.145
and 1932/Ae 2: Woman's mask. Oil.
lllustration No.16 in Courthion:

Klee, Hazan, Paris 1953.
Outer space
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1925/c 9: Profile of head.
Rellef-like painting.
Oil 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 leads to the phenomenon of cell
division.

Taken productively the same process signifies growth, and taken destructively, death.
Taken abstractly, i.e. detached from life, pictorial events should be evaluatad according to
their productive capacity.

The active part, the line, can accomplish two things by its impetus: it may divide the form
into two parts, or it may go still further and give rise to a displacement,
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1932/x 10: View over the plane. Oil on wood.

1 Natural order: Concept of illumination in nature (light form).

The natural unorganised crescendo or diminuendo. 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 Artificial order: Analytical sub-division to make light and dark measurable.
Sub-division of light-dark movement on a scale of a regulated tonal mixture.

The middle steps of the scale need latitude if they are to become perceptible and measur-
able. The ends stay apart of their own accord. ‘The peaceful character of compromise.’
Cf.1922/79: Separation in the evening, p.11.



Chaos, Disorder

Chaos (Disorder) Grey in Chaos:

Cosmos, Order Natural order-Artificial order

Cosmos (Order)  Grey in Cosmos:

its essential state { grey

white base diminution of white red base

|

grey

1From red to green in the second example.

-
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White

f

black base  diminution of black green base

| begin logically with chaos, that 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, it is a
mythical primordial state of the world, from which the ordered cosmos develops, step by
step or suddenly, on its own or at the hand of a creator.

Natural movement from white to black! is not unregulated, but unarticulated. It is regu-
lated by comparison with chaos, in which light and darkness are still undivided. It has
the natural order of an unbroken flow from one pole to the other.

This movement or distribution of tension is infinitely subtle. The minute particles can
scarcely be distinguished. A definite orientation is not possible. Position cannot be sharp-
ly fixed, because the flux, the subtle flow, takes certainty, gently but 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 between 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 must bring black 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.

a8 white L J concept of white

5 0L

c L I 1 l zone above grey

g L1 | )

: 1T 11

f grey I T concept of grey

s JTT 11

h I T [T |

i r 1 r 1 ?zune belaw grey

i I 1T 1)

I black r 1 concept of black
1 2

Artificial order. Impoverished, but clearer and more comprehensible. Articulation of
the movement from light to dark in measurable passages from pole to pole.

What first interests us in the scale of tone values is the abundance of tonalities between
the two poles. Rising from the bottom towards the source of light, we feel an increase of
unparalleled intensity and breadth between the poles. Below, dark subterranean rumbling,
in between, the half shade of under water, and above, the hiss of brightest brightness.
On the scale the middle steps may be distinguished by weight or critical evaluation. The
practical task is this: to fix them in the scale by mixing them or glazing them [2].

In the ‘natural order’ white and black are
opposite poles. One may also say that the tip of
the black base (darkening) extends into the white
base (source of light) and conversely.
Illumination (maximum brilliance) and darkening
are subject to continuous interchange in

nature; the rhythm of day and night. Their order
and interpenetration are of a natural kind.
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Steps towards the Abnorm

Movement and countermovement

asap of ion bet

In the ‘artificial order’ the different degrees of
white and black (from darkness fo extreme
brilliance and elevation or conversely) are
analysed for their augment or diminution in black
and white. The intervals are equal in measure but
different in weight: brilliant = lighter,

dark = heavier. The scale divides the light-dark
tonalities artificially, to make them susceptible
to measurement. Artificial

measurement attaches exact numerical values to
the steps and so gives us a

synthetic method of represenling the scale

of tone values.




1922/79: Separation in the evening. Watercolour.

Movement and countermovement (rise and fall)
bring a clash of opposites. The gradations of

tone value lead to confluence ‘in a silvery vibrato
between black and white. Then broad repose may
be a deviation from the norm.' In Separation in the
evening, 1922 the accent is on the upper of the dark
base norms. The darkness moving down is
dominant.




Natural and artificial measurement

Examples of the artificial
measurement of increase or decrease:

[1] Base on top: Rain, pen-and-ink, 1927/0 9.
[2] Base in the middle: Pagodas by the water,
pen-and-ink, 1927/m 9.

Rhythmic change: increase and decrease on
the same base.

[3] Base underneath: Excerpt from pen-and-ink
drawing: Cily of Cathedrals, 1927/o 8.
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1938/T 19: Le rouge et /e noir. Oil.

Pictures illustrating the concept of polarity:
1917/26 Growing form and rigid form. Watercolour.
1921/76 Male and female plant.

Colour on paper.

1926/p 3: Static-dynamic opposition. Watercolour.
1926/m 2: Constructive-impressive. Qil.

1930/x 6: Mountain and air, synthetic. Watercolour.
1932/y 8: Mobile meets the immovable. Oil.

1933/s 19: Spiritual and worldly. Drawing

1936/w 10: Heavy and light forces. Colour on paper.
1938/R 13: Below and above. Drawing.

1938/B 14: Coarser and finer. Pen-and-ink drawing.
1940/K 6: Topsy-turvy. Red and black colour
pigment with paste, on paper.



On the whole idea of concept
The polarity of concepts

2. A concept is not thinkable without its opposite. Duality treated as a unity

A concept is not thinkable without its opposite. 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 thing as a concept in itself; generally speaking, 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 —————— Antithesis; the line between them is long or short according to the
extent of the opposition.

very good
good -
isssigged Neither good
nor bad
or ‘good as much
__l as bad’
less bad
bad
very bad

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

Relatively fixed (in relation to the central point) are opposing points of equal intensity
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Good and evil. Concept and counterconcept. Thus | would supply a particle and then,
over and over again, another particle, nothing more: for of course | know quite well that the
good must always come first, but that it cannot live without the bad. In every individual |
would therefore order the relative weight of the two parts in such a way as to provide a
certain degree of compatibility.

Dualism is treated not as such but in its unity. Rest and unrest as the alternate elements
in the painter's procedure.

‘The creation of a definite movement and
countermovement from the centre of a plane.
The norm in the centre.' [1]

‘If the norm is acentric, it becomes isolated
and non-normative.' [2]

1934/U 2: Fear. Oil on burlap.

The tension between rest and incipient motion as
alternate elements in painting.

The opposites may be combined or contrasted;
the two intrinsically connected groups may be
put side by side or one over

the other. The characteristics of ‘here and

there' are intensified by the contrast.



The concept of artistic creation

1 According to a note by Klee:
Gestalt = Living being.
Form = 'nature morte’.

2 A note by Klee: ‘Do not use material means:

wood, metal, glass, but ideal, intangible
means such as line, tone value, colour.’

Cf. Contributions to a theory of pictorial form,
PP.362-5.

The ideal and material concept of a function.

The study of creation deals with the ways that lead to form. It is the study of form, but
emphasises the paths to form rather than the form itself. The word Gestaltung suggests
as much. ‘Theory of form’ (Formlehre), as it is usually called, does not stress the prin-
ciples and paths. 'Theory of formation’ (Formungslehre) is too unusual. Moreover,
Gestaltung in its broader sense clearly contains the idea of an underlying mobility, and is
therefare preterable.

For another thing, ‘Gestalt’ (over against form)! means something more alive. Gestalt is
in a manner of speaking a form with an undercurrent of living functions. A function made
of functions, so to speak. The functions are purely spiritual. A need for expression
underlies them.

Every expression of function must be cogently grounded. Then there will be a close bond
between beginning, middle, end. They will be joined by necessity, and there will be room
for 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 to 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. Probably 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
known through the familiar kinds of matter and function in union with them. Merged with
matter, it must enter a real and living form.

This freedom in nature’'s way of building 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
freely his own paths to torm.

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

The choice of means should be undertaken with great restraint. This, more than profusion
of means, makes for orderly intelligence.”

Material means (wood, metal, glass, etc.): massive use of material means is above all
to be avoided here.

Ideal means (line, tone value, colour): ideal means are preferable.

They are not free from matter; if they were, it would be impossible to ‘write’ with them.
When | write the word wine with ink, the ink does not play the primary role but makes
possible the permanent fixation of the concept wine, Thus ink helps us to obtain perma-
nent wine. The word and the picture, that is, word-making and form-building, are one and
the same.



3. Genesis of form. Motion is at the root of all growth
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1940 From Klee's estate No.034 (Untitled).
Pigment mixed with paste, on paper.
Example of ‘Will - tension

and discharge’.

1927/T 7: Two boals near path., Crayon drawing.



Causality: the point that
sets itself in motion

What was in the beginning? Things moved so to speak freely, neither in straight nor
crooked lines. They may be thought of as simply moving, going where they wanted to
go, for the sake of going, without aim, without will, without obedience, moving self-
evidently, in a state of primal motion.

There was just one thing — mobility, the prerequisite for change from this primordial
state.

I can’t prove that this is how it was; | hope it was; at any rate it is conceivable, 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, deter-
mination.

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

The point is not dimensionless but an infinitely tiny elemental plane, an agent that carries
out no motion; in other words, it is at rest [1].
Apply the pencil and shortly a line is born [2].

XA —

The point as a primordial element is cosmic. Every seed is cosmic. The point as an
intersection of ways is cosmic [3].

As a point of impact the point is static [4].

Tension between one point and another yields a line [5). Not yet discharged (abstract) [6].
Discharged [7]. The universal cause is therefore reciprocal tension, a striving for two
dimensions.

distance

—_—— equal velocity -+

Two points ideally related in tension to a line, Result: an arc [8].
Given equal velocities, the propagation of points along a line results in a meeting in the
middle [9].
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1927/ue 2: Ardent flowering. Watercolour,

20



How a reality is generated

by causality Q ,I Ygrand 557;,2) fw‘g?,( %QS,)W?
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‘Klee notes elsewhere: ‘For | was where the The point sets itself in motion and an essential structure grows, based on figuration.!
beginning is . . . that is tantamount to

e The end is only a part of what is essential (the appearance). True essential form is a syn-
o fruttil. thesis of figuration and appearance.

Starting from an origin a) (seed), ways are laid out under influence from outside and in,
b) and c).
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The point, seen dynamically, as agent: the growth of energy concentrated on one side
determines the direction of motion. When a point is given central value ~ this is the
cosmogenetic moment. This event encompasses the whole concept of beginning.
Suns, radiation, rotation, explosion, movements of fireworks, sheaves.

Impetus

‘Rotation at different velocities, on a combined base.
The rotation is based on a variety of centres and

circles.’

22



Synthesis of figuration
and appearance

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

Icentripetal: striving towards the centre,

centrifugal: striving away from the centre.

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

@

Plants: growing in partial cross section [1].

Growing in longitudinal section [2].

Plant growth in longitudinal section is partial and centripetally oriented.!
Might be called ‘feminine’ [3].

Plant growth in diametrical section is wholly and centrifugally oriented.
Might be called masculine [4].

Syntheses of plant growth in cross section and longitudinal section [5, 6, 7].

[




4. Figuration is connected with movement Forces and Limits

| begin where all pictorial form begins: with the point that sets itself in motion. The symbols for pictorial
dimensions

.—

The point (as agent) moves off, and the line comes into being - the first dimension [1].
If the line shifts to form a plane, we obtain a two-dimensional element [2].

In the movement from planes to spaces, the clash of planes gives rise to a body (three-
dimensional) [3].

Summary of the kinetic energies which move the point into a line,"the line into a plane
and the plane into a spatial dimension [4].
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1928/0 8: Huts, pen-and-ink drawing.
1925/T 4: The Jast village in the valley of Ph.
Colour on paper.
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Graduated accentuation of the line (lines made stronger or weaker).

Productive growth of selected line with graduated accentuation (flux) [1].

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

Linear accent on nerves, or incarnation of the line (the linear body becomes broader in
growth).

Incarnation: the middle line as skeleton [3].

The line as limit: for progressive growth, flow, inner content [4].

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

A

=

v
b

The line articulated in terms of measure or time (growth, motion, divisibility) [6].
Structure classified in its essentials [7].
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1927/om 9: Variations (progressive motif}.
Qil on canvas.

‘Progressive stratification is characferised by the
pull from outside in.’

In spatio-temporal terms the density and
extension of the progressive motif indicate the
‘road travelled’ by the sum of the endotopic

and exotopic accents. Variation of accent,

which may be progressive-inward, progressive-
outward (limiting), or spatial.

Note in the Appendix.
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‘Progression always has spatial effects.
The rule in progression is: movements of
extension and contraction of tone value

by bl t of area,
enlargement and diminution.'

Dynamic density Corporeo-spatial tensions

I
Dynamic densi’ty: !
Discharge of tension from within or additive | |
(harmonised progression of a dimension of motion, | 1M
enrichment by spatial emphasis). I ‘ | llx |

The tension spreads Motion, regular or irregular
in two directions (progressive)

Result:

Diagram of dynamic density in two directions.
Inwardly progressive, marching in the directions
up-down and left-right.

(Harmonised progression of two dimensions,
simultaneous outward and inward pull.)

Thing or body - active, locality or space - passive
(tensions between bodies and space).
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Corporeo-spatial tensions

Diagram of the dynamic formation

of the circle.

The radius grows from the inside out
in pure progression

@)
&)

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

30

Illustrations:
Variant on ‘towards the innermost’.
Inner dynamic density

Variation of rotation
extension into space

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



Detail from 1928/k 9: Overtones. Progressively spatial [1].

Pen-and-ink drawing. Progressively pushing from the centre to the limits [2].
Outside and inside in corporeo-spatial combination
(progressively inward and medial) [3].

Stratification is defined by the relation
that outer bears to inner.

Inside and outside, as concepts, are
either relative or limiting.

1928/k 5: Horn perceived in tent. Pen and ink.
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The basic forms, their tensions and inner relations (The basic forms from the
point of view of their causal determinants)

In this representation, which is 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 circle, a part of it, and the

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

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

What is the ‘cause'?

The universal cause is reciprocal tension, a pull

in two directions at once.

m—mme—memmoq

c e
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Discharge of tension
from outside
or subtractive

Discharge of tension
from within
or additive



A straining from all sides: exertion

The tension discharged, accomplished

The centre as point of culmination.
The intensified inner relations are - o @
directed towards the centre

|
\ l/,
Centrifugal: Qutward pull N 8 )

|
v

Centripetal: Inward pull —» Q <«

f

Basic movement of domination

Movements starting from one's
own being can be enhanced
by suggestions of counter-
movement. Synthesis of
movement and counter-
movement

A
i

The articulating energies and impulses illustrated by the example of a [eaf (growth in
several directions). Union of material tension and ideal tension (i.e. simultaneous presen-
tation of essence and appearance).
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Adjustment between progressive forms of motion (Combination of rigid and free
rhythms)

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 repeated deflection
of the centres (shifting centres) or, in the case of elementary forms, as a compromise
(interlock). Compromise between straight, broken, and bent lines. The movements in
the example should be defined mechanically as discharges of tension between fixed and
moving points.

The compromises yield series of forms whose movement is intermediate between the
movements of free and strict form. The union between rigid and free rhythms produces
hybrid forms. These hybrid forms may be perfectly harmonious or they may incline
towards either parent.

Progressive trend towards the centre. Outside diminishing, inside increasing. The pro-
gressive multiplication at the centre brings about a proportional decrease as the move-
ment approaches the periphery. Increase towards the centre.
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Progressive interlocking of
multi-dimensional growth:

Constructive-impressive combination, i.e.
‘causally real and merely real’ (simultaneous
genetic and phenomenal presentation).



1925/y 1: Exotic bird park. Pen-and-ink.

Several forms of motion, starting from a guide
line (in parallel). The formal extension

results from ‘shifting centres’ and their
influence on the normal radiation.
Interpenetration of endotopic and exotopic
treatment, of essence and appearance moving in
rhythm, suggests the focal movement.

Compromise between free and strict form.

The combination of relaxed and rigid rhythm results in hybrid forms. Rays are defined by
their relation to the centre, to the point.

Stratification is defined by the relation of outer to inner.

Stratification employed genetically
(dynamic proximity)

Representation according to essence
{movement, growth)

Synthesis of essence and appearance
(interpenetration, interlacing)
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lllustration of the power of boundaries to deflect
motion of varying density and acceleration.
Pen-and-ink drawings:

1927/v 4: Severities in motion.

1931/R 4: Almospheric-sharp.

1931/R 4: Space formation by degrees in motion.
1931/qu 20: Severities of space.
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Boundary resistance to the
vertical, that is, parallel deflection.
Boundary resistance:

deflection through an angle
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1931/M 1: New things on old soil. Colour.

The traditional concepts of linear perspective:
foreground, middle-ground, and background are
replaced by determinations of position:
top-bottom, left-right.



5. Orientation on the surface and in space

Articulation of the pictorial whole (The Scene)
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 does it enter?!

The regular division yields the proportion to right or lefl, above 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.

———=—@ above

left ———1;right

below

The dimensions on the surface always turn up in pairs on either side of the centre.
Polarities are present as in the case of good and evil.

The form produced on the surface is based on a function. A spiritual function requires

expression.
This expression is based on the elements. Dematerialised elements. The required ex-
pression is obtained not by material but by ideal means. The ideal elements liberate the

expression and fix it clearly on the plane.

!Notation in manuscript:
‘To paint well is simply this: To put the right
colour in the right place.'
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The 'I' orients itself in space according to three dimensions {1]. It judges its position in
this space according to the concepts:

above —> below
left hand —> right hand

in front —> behind Synthesis of objective body and subjective space
white ©
2
]

~<'~‘°b
‘00
iioht leit right
warm

below
1 dense black

below

Transposed to the surface, our spatial picture looks like this [2]. For the 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- or right-hand bounding plane or
from an intermediate point. On the horizontal plane the distance to the front or back is
also measured (estimated). The position in space is also computed by reference to the
upper and lower plane. In above —> below, the downward direction predominates; the
upward drive operates only as a corollary to the downward pull l, (attraction of the earth).
This is the real force: the upward drive is secondary.

In left — right (attraction 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 free, and the forward drive may gredomi-
nate (accent on the direction from behind to in front).
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back

front

1929/p 6: Village in the rain. Pen-and-ink drawing.

Two directions of movement overlap ina
rhythmic combination of forms.

If we consider direction or movement, we obtain the following result:
1. Dimension: left-right, movement each way

2. Dimension: above-below, parallel movement

3. Dimension: front-back, movement and countermovement [3]
Movement and countermovement (in which a clash is possible).

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

striving forward

heat
The forward drive, combined with direction

attraction of earth

line of sight

b

Dimensional directions in the ‘1' feeling of warmth

stance
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1926/E zero. Reworked in 1936. Fish in circle.
Oil.

The relation of the pictorial components to

one another and to the whole:

[1] Fish in circle, 1926 - Example

of the problems of articulation in pictorial space.
Balance between directions of movement, in acircle
[2] Example of articulation in a circle.

(Applied exercise from ‘Diagrams within

square and circle’ 6/15.)



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

>

But it does not exclude the so-called object in the traditional 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 modern point of view it is part of the picture.

1. Picture body (format)

1. Fish body 2. Fish space
[ (| |
Four outer
pictorial f
Parts of the fish limits of space
body a, b, ¢ d, e f, g

g
Y W
Or four corners of space, the inner \ /
boundaries of the fish body, h, i, k, | k;\l\\ //x;l
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1930/y 1: House, outside and
inside. Watercolour.
Transparent-polyphonic
interpenetration of the

inside and outside.
Overlapping of simultaneous
representations of ground-pilan
and elevation.



Orientation in pictorial
space

Practical considerations in regard to space: the spatial character of the plane is imag-
inary. Often it represents a conflict for the painter. He does not wish to treat the third
dimension illusionistically. Today a flat effect is often sought in painting. But if different
parts of the plane are given different values, it is hard to avoid a certain effect of depth.
If everything remains perfectly flat, we might under certain circumstances have a good
carpet. If it does not remain flat, we come to the formal problem of the third dimension.
One of the artist’s basic problems is how to enlarge space.

We do it by means of overlapping planes. In this way we can create the illusion of larger
and smaller planes in depth. Side by side, one behind the other, overlapping, inter-
penetrating. If we compare the steps, we tend to see differences in them. The mere facts
of a side by side and one behind the other, argue the presence of ‘behind-in front’. Here
even boundaries are spatial, and progression always produces an effect of depth.

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

There have been other experiments with exact method in art. Exotopic and endotopic
treatment, by flooding and tapering off of colour.

All this is a struggle for space. The struggle is not determined by outward necessity, the
aim is inward. It encompasses a number of things, including the ultimate problems of
space. Instead of problems we might say: a certain mystery. Simple things can also
presenta problem. We must ponder a great many factors that all culminate in the problem,
the mystery.

Once extension in one of the two dimensions is brought out sharply, we have the im-
pression of a plane. It brings with it a tendency to orient oneself by this dimension.
Major-minor, large or small components, brilliance-darkness, behind-in front. And so the
desire or need to bring in a third dimension gives rise to very simple artistic contrasts.
If what we designate as the main object is not in the foreground but in between, and
similar 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 hindmost: so the middle is
not free. We see that there is an element of unclarity in the dimensions. The notion of
fluid space with a fourth imaginary dimension, ‘time’, makes nothing clearer.

These intellectual constructions require exact clarification if they are to serve as an
artistic law.
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‘ 1929/m 1: Houses at crossroads. Watercolour.

Endotopic and exotepic treatment with a view to
simultaneous interpenetration.

‘The movement of boundary contrast’,

says Klee, ‘is brought out in different ways.

S ti treatment

we have an
aimed to produce contrast on the boundary,

and sometimes an exotopic treatment. Sometimes
the endotopic centre receives a special new
emphasis. A conflict arises between endo- and
exotopic. Then we have a sort of

mesh of forms.'

The simultaneous treatment of inside and outside
points to the concept ot simultaneity, i.e. of
contacts between many dimensions (p.86).

Cf. the interpenetration of ground-plan and
elevation in House, outside and inside (p.48) in
contrast to the increased emphasis on the ground-
plan in Houses at crossroads.

For the mesh of torms, i.e. the simultaneuvus
treatment of ground-plan and elevation, cf. the
frequently repraduced pictures:

1919/156: Composition with windows, oil.

1919/232: The full moon, oil.

1919/97: Facade, brown-green, oil on paper.
Offentliche Kunstsammlung Basle, and

1919/199: /nside of house (p.154), with main
emphasis on endotopic elevation.

Cf. 1930/b 9: Vase. Watercolour.
*Positive-negative plane formation as
interpenetration of form and space.’

Colour reproduction in Dokumentarmappe
Klee-Geselischaft, Benteli, Berne 1949, and
Grohmann, p.236.

1925/v 1: Still life with fragments. Oil.
‘Simultaneous treatment of base and elevation,
inside and outside.’

1930/s 8: Plan of a castle. Drawing with accent on
light and shade. Sprayed watercolour.

‘Endotopic and exotopic plan.’
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1 Square, endotopic treatment [1]
Square, exotopic treatment [2]
Square, treated as a body without
reference to inside or outside [3]
Corner, endotopic treatment [4]
Corner, exotopic treatment [5]
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If we call to mind Klee's statement:

‘The depth ot our surface is imaginary', it
follows that without a perspective viewpoint in
space, 'the relations on the scene' have to be
organised. This proves necessary if we wish to
indicate clearly the directions of motion.

We have a three-dimensional space when tone
value or colour is added to a linear plane figure.
Here Klee's cor ot the third di ion
differs appreciably from the generally held notions
of space and dimension.

Movement from black to white

Itis based on the space-time unit which covers
completely every movement.

Countermovement
from white to black

The two movements

g taken together
The step that the eye takes trom a lighter

inner point of the surface to a darker outer one
presupposes motion from inside to out

(or vice versa): from fore to rear.

Examples of space generated by tone value:
House, outside and inside, 1930’y 1 (p.48) and
Polyphonic setting for white, 1930/x 10 (p.374).
Motion is attained through the depth that tone
value and colour give. Klee designates

depth in a non-perspective space by using
motion, ‘from fore to rear’. This is the spatial
expression of inside-outside in terms of
motion and countermotion.

(Cf. Diagram 3, p.45, and the section:

The succession or the temporal function of a
picture. Active and passive motion in form, p.369.)

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

black white
in front
white
black black
black
major base in front
white
white white
black
white black
major base in front behind
grey
white black
|
!
in front
behind
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These different treatments - the endotopic and the exotopic — are diametrically opposed
to one another.

Expressions of energy are based on contrast: this contrast between endotopic and
exotopic treatment applies not only to the way it actually works but also to the function
that is setin motion. What is treated exotopically on the picture-plane tends to stand out.
What is treated endotopically tends to recede.

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 still 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 brings up the possibilities of boundary contrast.

A work is three-dimensional when its outside and inside can be clearly differentiated.
When height, width, length, or depth may be measured on the basis of a norm.:
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1929/g 10; Santa A at B.
Pen-and-pencil drawing.

1930/U 9: Spatial study (rational connections).

Pencil drawing from the series
‘Studies in three dimensions',

1In a plane the norms are co-ordinates, :
in cubic space the norm is distance
from the centre. Cf. p.43,



‘The diagrams relating to the orientation of the ‘I'
in pictorial space start from an ideal centre,
common to the ‘I’ and to the ‘work’. Every
movement in ‘iliusionistic flat space’ stands in
relation to the natural sense of direction of the ‘I’
and to the centre of the work. The resulting
relations are significant, especially for an exact
description of the directions of motion, and
replace the concepts ot foreground, middle ground
and background, which are not applicable to a
non-representational picture. Compare the
directions of motion in ‘lllustrations to a Theory
of Pictorial Form’', p.297 (and also pp.369-420).
The examples indicate that in a predominantly
dynamic process - for example, spiral movement
from the inside out - the concept pairs left-right
(reciprocal motion) and up-down (parallel motion)
are not adequate. It we wish to establish the
direction of motion, we must also use the concept
in front-behind.

*The stage on which the play
takes place.

Orientation in pictorial space is achieved through the idea that the work is a mirror image
of the ‘I'; and moreover an upright image of an 'I'! that stands.

behind

i behind

The upright 'I' and the work loak each 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 the work.
1f the mirror, for example, were not upright, but fixed horizontally to the floor or ceiling,
the dimension above — below 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 ‘left’, it has to make clear therefore whether it means to the left of the
audience or of the stage.
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1929/s 7: Arrow in garden. Qil.

It is possible fo single out the unique by normal
means, by way ot movement or articulation.

The dynamic 1s in the action. It moves, it is not
static being, but process. Relatively predominant
being and relatively recessive being. By way of
caontrast, the fixation of developing motion in a
precise moment,

‘i localities tend towards the centre, there is a
psychological reason for it. The rational and the
less rational are mixed. The meaning of this law 1s
that a simple natural scene is given and that

in this natural scene one particular thing is
emphasised.

The weight on the centre stresses the deviation
from the norm."

The arrow as active agent in the many-sided
motion of the total space.



The third dimension in front = behind, corresponds for the ‘I' and for the mirror-man
both in fact and in appearance, but the directions are opposed.

‘}' = above
picture - above picture - behind

picture ~in front

picture - left
' - left

picture - right
‘1" =right

“’=in front

" . picture - below
I' - behind ' - below

To sum up: the beholder of the picture should imagine that he has his mirror image
before him. Then he can assume that the dimensions above — below and left hand —»
right hand in the picture run in the same direction as his own dimensions, but that as far
as the dimension in front — behind is concerned, the directions are reversed;in a man-
ner of speaking they meet him halfway.

The picture as mirror image of the creative artist; the dimensional concepts are made
to fit him.

'I' and the picture look each other in the face.

f.\ -

behind-above in front-above
n
left hand-right hand | change ‘
in front-behind ) places in front-below behind-below
above-below remains stationary seen from in front seen from behind
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Facsimile page from the ‘Theory of Articulation'
with stress on the major-minor function:

fifty days and fifty nights (major); among them
three hot days and four cool days (minor).



What we are after is not form
but function!

1This text is the first version of the article

‘Exakte Versuche im Bereiche der Kunst', which was
later considerably reworked and published in the
Bauhaus Zeitschrift fir Gestallung. The first

version bears no date, but was most probably
written several years before the revision and
publication. In the first version the emphasis is on
the problem of 'function’ and the ‘creative’.

In the second version, the accentis on a
harmonious balance between exact knowledge (the
educational factor) and intuition.

The editor has taken the title from the text,

2Crossed out in the text: 'boundaries begin in
cyclical regularity, where the captive point moves
with the finest precision'.

*Crossed out in text: 'The hair anchor is far away,
but this primal point is somewhere'.

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

We 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 is 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 more. 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 to speak (as one is still entitled to say). Human judgement
yields certain approximations. According to our standard, it has ‘come a long way', or
‘still has far to go'. In any event limits soon make their appearance.?

The formula of the function is far away, but it is somewhere, the source and origin.®

'As creation is related to the creator, so is the work of art related to the law inherent in it.’
The work grows in its own way, on the basis of common, universal rules, but it is not the
rule, not universal a 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 out even.
Art is a transmission of phenomena, projection from the hyper-dimensional, a metaphor
for procreation, divination, mystery. But let us investigate further.

Consider the actual with benevolence; the present should not be deprived of its rights.
But measure it by the eternal that is preserved throughout the changing times, periodi-
cally stirred up or, quite frequently, taken back to the womb, yet immensely fruitful even in
the latent state. Measure everything by the natural process and its law. That prevents
obsolescence, 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 sorts 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 on levers, cylinders, balls,
domes, cubes, more or less distinct or in elaborate relationships. The eye consumes
these things and conveys them to some stomach that is tough or delicate. People who
eat anything and everything do seem to have the advantage of their magnificent stomachs.
They are admired! by the uninitiated formalists. Against them the living form. The
initiate® divines the primordial living point; he possesses a few living atoms; he possesses
five living, ideal elements, the pictorial pigments, and he knows of 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 experi-
ence.

Metalogic is concerned with the smile, the gaze, the scent, all the seductions 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 perplexed.® But the mystery is to share in the creation of form by pressing forward
to the seal of mystery.

60

‘Objects in nature investigated in regard

to their inner being.'

Cross-sections of a calla lily, studies on the
synthesis of essence and appearance.

'Cut fruit.’ Constructive drawing illust-ating the
progression within the normal tensions of
elementary forms. Cf. 1927/m 5: Cut fruil.

Oil.

'Crossed out: ‘envied".

*Crossed out: ‘'The wise man'.

*Crossed out: ‘... analysis ""blushes’ and
stands still’,



An organ investigated with a view to its inner being (The transformation of a formal
theme and its amplification as a synthesis of outward sight and inward vision.)

An organ investigated with a view to its

inner being:

[1] Articulation ‘according to essence’, studied on
the basis of a simple example.

(2] Nature study; spatial-transparent articulation
‘according to manifestation’.

[3] Dynamically accented study of articulation from
a flower,

[4) Detail from 1930/ 8, Spirits of the air,
pen-and-ink drawing.

[5] Organic co-ordination in a composition: Detail [

from 1929/0Omega 8: Group under trees. Wash and | Ny
ink drawing. Polyphaonic interpenetration of organs.
(6] Detait from 1930 z 8:

Dynamised starfish, Pencil drawing.

/
I
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Study of a higher organism and the interlocking
r ible for its total function. 'Polyphonic
synthesis with a linear-active subject' - emphasis
on points of impact.
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l'Wege des Naturstudiums’, first printed in
‘Staathiches Bauhaus Weimar 1919-23",
Published by Staatiiches Bauhaus in Weaimar

and Kari Nierendort Cologne. Bauhausvertag,

Weimar/Munich 1923,

7. Ways of Nature Study'

For the artist, dialogue with nature remains a conditio sine qua non. The artist is a man,
himseif 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 pasition in
this natural space.

The ways often seem very new, though fundamentally they may not be new at all. Only
their combination is new, or else they are really new in comparison with the number and
character of yesterday's ways. But to be new as against yesterday is still revolutionary,
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 precise investigation of appearance. | and you, the artist and his object,
sought to establish optical-physical relations across the invisible barrier between the ‘I’
and the ‘you'. In this way excellent pictures were obtained of the object's surface filtered
by the air; the art of optical sight was developed, while the art of contemplating unoptical
impressions and representations and of making them visible was neglected.

Yet the investigation of appearance should not be underestimated; it ought merely to
be amplified. Today this way does not meet our entire need any more than it did the
day before yesterday. The artist of today is more than an improved camera; he is more
complex, richer, and wider. He is a creature on the earth and a creature within the whole,
that is to say, a creature on a star among stars.
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Study of the complementary effect of ribs and leal
shapes with identical inner form and changed
outer form. ‘The plane form that comes into being
is dependent on the interlocking lines.

And where the power of the lines ends, the
contour, the limit of the plane form, arises.”
Theoretical knowledge of the energies that create
and articulate forms in nature serves as a basis
for the creation of free and composite forms.




1929/0E 4: lllumined feaf. Watercolour.
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1931/w 18: Landscapely-physiognomic.
Colour.

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 first consequence is that a
more spatial conception of the object as such is born.

The object grows beyond its appearance through our knowledge of its inner being,
through the knowledge that the thing is more than its outward aspect suggests. Man
dissects the thing and visualises its inside with the help of plane sections; the character
of the object is built up according to the number and kind of sections that are needed.
This is 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 experience 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 becomes
physiology.

But there are other ways of looking into the object which go still farther, which lead to a
humanisation of the object and create, between the '’ and the object, a resonance sur-
passing all optical foundations. There is the non-optical way of intimate physical contact,
earthbound, that reaches the eye of the artist from below, and there is the non-optical
contact through the cosmic bond that descends from above. It must be emphasised that
intensive study leads to experiences which concentrate and simplify the processes of
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which we have been speaking. For the sake of clarification | might add that the lower way
leads through the realm of the static and produces static forms, while the upper way
leads through the realm of the dynamic. Along the lower way, gravitating towards the
centre of the earth, lie the problems of static equilibrium that may be characterised by the
words: ‘To stand despite all possibility of falling’. We are led to the upper ways by yearn-
ing to free ourselves from earthly bonds; by swimming and flying, we free ourselves from
constraint in pure mobility.

All ways meet in the eye and there, turned into form, lead to a synthesis of outward sight
and inward vision. Itis here that constructions are formed which, although deviating
totally from the optical image of an object yet, from an overall point of view, do not
contradict it.

Through the experience that he has gained in the different ways and translated into
work, the student demonstrates the progress of his dialogue with the natural object.
His growth in the vision and contemplation of nature enables him to rise towards a meta-
physical view of the world and to form free abstract structures which surpass schematic
intention and achieve a new naturalness, the naturalness of the work. Then he creates a
work, or participates in the creation of works, that are the image of God's work.
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“Exakte Versuche im Bereiche der Kunst', first
published in Bauhaus, Vierteljahrzeitschrift fir
Gestallung, vol. 2, No.2, Dessau 1928.

The complete text reprinted in the prospectus,

*Junge Menschen kommen ans Bauhaus’, Bauhaus

Dessau, Hochschule fir Gestaltung, under the
title, 'Paul Klee spricht’, Dessau 1929,

The manuscript shows certain slight deviations
from the printed version. Those which may clarify
the thought are cited here.

*'do a good deal but can awaken no true artistic
life. To no work of art whose
conception is significant.’

Exact research winged by intuition surges
powerfully forward."

‘Mechanical problem: i.e. in reference to statics
and dynamics.

*In place of 'what flows beneath': 'the law that
flows beneath’,

._Constructive drawing from 'Nodal points in space’.

The outer surfaces and their inner noda! points
linked in pairs (nodal points in cubic space).

8. Exact experiments in the realm of art!

We construct and keep on constructing, yet intuition is still a good thing. You can do a
good deal without it, but not everything.? Where intuition is combined with exact research
it speeds up the progress of research. Exactitude winged by intuition® is at times best.
But because exact research is exact research, it gets ahead even without intuition,
though perhaps not very quickly. In principle it can do without intuition. It can be logical;
it can construct. It can build bridges boldly from one thing to another. It can maintain
order in the midst of turmoil.

In art, too, there is room enough for exact research, and the gates have been open now
for quite some time. What was accomplished in music before the end of the eighteenth
century has hardly been begun in the pictorial field. Mathematics and physics provide a
lever in the form of rules to be observed or contradicted. They compel us - a salutary
necessity - to concern ourselves first with the function and not with the finished form.
Algebraic, geometrical, and mechanical problems® are steps in our education towards the
essential, towards the functional as opposed to the impressional. We learn to see what
flows beneath,® we learn the prehistory of the visible. We learn to dig deep and to lay
bare. To explain, to analyse.

We learn to look down on formalism and to avoid taking over finished products. We
learn the very special kind of progress that leads towards a critical striving backward,
towards the earlier on which the later grows. We learn to get up early to familiarise our-
selves with the course of history. We learn cogent truths on the way from causes to facts.
We learn to digest. We learn to organise movement through logical relations. We learn
logic. We learn organism. As a result the tension between us and the finished product
eases. Nothing exaggerated - tension inside, behind, underneath. Passionate only deep
within. Inwardness.
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All this 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 genius, 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 quiet 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. Out 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
chaotica! Scholastic and ridiculous. And yet that would be the assignment if construction
accounted for everything.®

But we may as well calm down: construction is not absolute. Our 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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1"We, the over-anaiytical, are against.’

Not a word about the great dead. They're dead."

3Here we should need a philosopher whom pecple
could understand.’

“Note at the end of the manuscript: 'Line of
reasoning. What exact research can do with and
without intuition. What it cannot do without
intuition, (Genius). The necessity that becomes a
virtue: Advantages for science and the school.’



Law

'The truth about a palm-leaf umbrella.”
Construction on the basis of progressior and
regression of angles. Progression of radii in a
24-part circle. Connections: 24-2, 1-4, 2-6, 3-8,
4-10, 5-12, 6-14, 7-16, 8-18, 9-20, 10-12.

1 Irregularity as a deviation from the
constructive norm.

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 priesis ask sternly: ‘What is this shocking anomaly you are producing?’ - the
absolute structure makes it possible to prove after the fact that the law has been observed,
while the relative structure includes the proof, rejects the question, and makes the proof
unnecessary. Thus the absolute is more free in its gesture, but not in its essence. Many
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9. Purity is an abstract realm 1915/83: Blossom. Pen-and-ink drawing.

things are free without showing it; others are free only in a very limited sense but present

a free appearance in the freedom of this gesture.

To be an abstract painter does not mean to abstract from naturally occurring opportuni- ‘Abstract?’
ties for comparison, but, 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 refations: light to dark, colour to ligh<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>