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Note on the arrangement of the text

1934/ us: Supervegelational,

‘Waxed watercolour on plaster-grounded Jute,

60-5 % 80-§,

From cne of Kiee's notes on nature study:
'‘Dynamic forces are inward (esoterlc), limits are
outward (exoteric). Core, Interlor space, material
rind, exterlar space. Concepts: dynamic form —
limitational form. Additionally, the abstract: active-
linear, linear~medial.'

1934/u &: Supervegelational !

Synthesia of firm and relaxed rhythma, The
individual form of the core [ayers Is flrm. The
structural elements are looser and more flowing
than the surrounding layer,

Dimensions of pictures

Paul Klee's texts and lectures cccupy the larger part of the printed page. They are set
in the larger type-size. The columns set in smaller type contain quotations from Klee's:
writings (in quotation marks) and notes by the editor. Occasicnally comments by the editor
are also set in the larger type-size, for typographical convenience and whete the source is-
obvious. Here is an example (for the correspondingillustration see p.63):

Creative power Is ineffable. It remains ultimately mysterious. And every mystery affects us

deeply.

Woe are ourselves charged with this power, down to our subtlest parts. We may not be able
to express its essence, but we can move towards its source, insofar as at all possible. In
any event, it is up to us to manifest this power in its functions, just as it becomes
manifest within ourselves. :

In alllikelihood, it is itself a form of matter, although it cannot be perceived with the same
senses as the more familiar kinds of matter. Yet it is in-these familiar kinds that it must
reveal itself. It must function in union with matter. Permeated with matter, it must take on
living, actual form. Itis thence that matter derives its life, acquiring order from its minutest
particles and most subordinate rhythms all the way to its higher articulations,

All measurements are in centim'etres, height preceding width. In the reproductions of
paintings, measurements indicate the outerlimits ofthe painted surface, For watercolours,
colour prints, and drawings, they indicate the size of the work, excluding the mount,




The concept of the infinite as cosmic-
earthlytension

t First published in 50 Jakre Bavhaus, catalogue ofthe
1 exhibition, p.83, Wilrttembergischer Kunstvarein,
Stuttgart, 1968,

3 Crossed out: what ‘happened'?

8 Croesed out: ‘law'

Paul Klee in 1898, aged 17, In the garden of his
family home in the Obsthergweg, Berne.

Introduction

The main title ‘Infinite natural history' [here rendered as ‘The nature of nature’] as a
characterisation and Leftmotiv is' Paul Klee's and heads the introduction to the section
‘Style, Archestyle’ (20/1-58).1 ;

In this introduction to the subject of archestyle, the question of style is developed in terms
of cosmic history or cosmogony. Klee posits an absence of gravitation as the primordial
state and regards mobility as the prerequlsite for change from this original state.
The concept of the infinite thus applies not merely temporally, but must be understood_
spatiailyin terms of earthly-cosmic tension. :
As a premige for basic style-setting forms as for the absence or presence of gravitation
this concept is so extraordinary in a theory of form that the text is here reproduced in fu]li.

‘In the beginning what was?? Things moved freely, so to speak, In neither curved _no.i’
straight directions. 7 :
‘They must be thought of as primordially mobile, they go whither they go, in order to go,
without aim, without will, obeying no law, taking their motion for granted, as a state of
primordial mobility. ’
‘|nitially there Is but one principle:® to move. No law of motion, in other words, no specia!
will, nothing specifle, nothing partaking of order. - 1
‘Chaos and anarchy, a turbid jumble. The intangible — nothing is heavy, nothing Iig_hfg
(light-heavy); nothing s white, nothing black, nothing red, nothing yellow, nothi;ng_blﬁe',
only an approximate grey. :
‘Even the grey Is not precise, nothing is precise, all [s vague, indetierminate. )
‘No_here, no there, only everywhere. No long-short, only everywhere. No'fair—near, no
yesterday, today, tomorrow, onlytomorrow—yesterday.

‘No doing, only being.




;:elilamlly home in the Obstbergweg, Berne.

e uths father Hans Wilhelm Klee lived here until his
ath in 1040 and his sister Mathilde Klee ~

(1967-1853) until 1953,

1 Original versien auperscrlbed: 1gnly a shadowy

’.nterweaving'.

z Crossed out:'ls probably objectively untrue's

1906/24: Garden scene, watering cans,a cat, a red

chair, from nature.

Watercolour under-plass. 14 %18-5.

.Thetheme jor this small under-glass painting py the
. youthful Kleo was porrowed from the garden ofthe
: family home in {he Cbsthergwed, Berna, showr

opposite.

"The only something: mobility as a prere

‘Mo sxplicit rgst, NO BXPHEIT IR e =0 o
quisite for change from this PrEnmes =

2 js hopefully true is atany rate conceivable,-and,what-is
comicelvable is factual and useful. ltis usefulas @ concept opposed to.what may have en-
sued, to change,development, seizure,speciﬁcation,measurement.destiny‘_ S

‘perhaps it was at leagt a pause in the course of evenis, a caesura in the co_smi‘c pro-

grémme that knows neither beglinning nof end, butis marked by preaks, haits, let-ups.
t may be creatively exploited for putposes of contrast.

nWhether it was s0 is not provem,

1tis useful, moraover, because i

¢ all, not chaos incon

‘Hence it is chaos, afte
oes not gtand alone, N0 more than cosmo

“This means that ¢chaos as @ concept d
grasped apart from chaos. Theyarea mutual concepiual duality.

with the support of contrast, tacit or explicit.

1b

ceivable, but chaos coﬁceivable',' a$-ljo.gosi. ‘
s can he
They serve operationally,




Paul Klee with nls father Hans Klee in 1935 in the
garden of the family home In the Obstberpwe,
‘Berne. Hans Wilhelm Klee was a musl¢ teacher at
the Berne ssminary of Hotwll. He died in 1940 atthe
age of 81, a tew months before his son.

1'Water cycle, p,93.
The seasons, p.97.
Cosmic cycle, p.od,
Circulation of the blood, p.101.

Chronology of the Lectures, 1921-24.

‘Gravitation

*"Inthe beginning”: what happened ?
‘Things, presumably gaseous condensations, thickened as accumulatlons and proxu‘n -
tions of their particles. A few particles attracted one another, forming focal groups for
further attraction. Once atiracted, they established a dominance fer themselves and othar
particies that came within the sphere of attraction. As the group grew, its parts fitted more
and more into a hierarchy, 7 :

‘Reaching out from a main nucleus (a centre), this graduated exercise of power regu[atéd
itself by attraction, the nucleus dominating the whole.

'The primordial mobility persisted, Nucleus remained primordially mobile and with it the
layers, hence the layers too remained primordially mobile, but only co-mobile rather than
autonomous, They did not move on their own, they rode along. They were fixed in their
relation to the nucleus, but since the nucleus was mobile, they too were mobile.’

In another passage, Klee characterises the concept of the infinite in a context that is also
out of the ordinary. Here too movementis the standard prerequisite, extending in time from
beginning to' end and leading to circulation. ' '
‘The instinctively sensed possibility of going beyond a beginning is characterised

. further, in the concept of the infinite, which extends from beginning to end (not related

solely to the beginning), leading to cyclical motion, where movement is'the norm and the
question of its inception does not therefore arise.’

The finite circulatory motive in nature! for its part characterises paired tensions such as
finite-infinite and earthly-cosmic.

The lectures from ‘Towards a theory of form production’ provide the main part of The
thinking eye (Volume 1),

They comprise the winter semester of 1921/22 and the summer semester of 1922, W|th a
section entitled ‘Review of exercises in general'. :
The winter semester of 1922/23, dealing with colour system, forms the concluding part,
The dates run from 14 November to 19 Decembar 1922,

The last lecture closes with peripheral colour movement and the rule of colourtonality.
The present second volume comprises the ‘General system of pictorial media combined
with nature study’,

It consists of the continuing lectures during the wlnter semester of 1923/24, In between lay
the brief summer semester of 1923, In the summer of 1823, following colour theory, exer-
cises in this field were presumably held for advanced students.

1
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At 'the beginning of every preliminary course Klee always went back te basic theory, while

the 'General system’ represents preparation for an advanced semester. . .
The dating of the lectures makes it possible to view the written notes in chrenological

order and thus fit them into the Klee papers as a whole. The sequence of the text in this
second volume Is based on this approach.

Paul Klee's studlo in Weimar, 1925,

The.basic organisation of media is the same in both lecture cycles: 'line, plane, tone
value, and colour’. : . . . _ 7 S
Onlythree brief sections in Volume1 are devoted to the theory of tone value:

‘The movement of tone value (from white to black)' p.421.

‘The movements of colour tonality' and

‘Synthesis of tonality-movement and temperature contrast’' p.423.

In the ‘General system’ {Volume 2) the theory of tone value tock up approximately a full
semester.

The section on tone value has been supplemented with examples, mainly from the ‘Special
system’ (60/1-121). In view of the velume on Klee's colour system, whichis in preparation,

- the section on colour has not beeninciuded in this volume.

Paul Klea's studio in the Bauhaus, Weimar, 1925,

Klee's colour theory might be suitably characterised as a 'system of colours conceived of
as an organic whole at rest and in motion’. 1t breaks new ground in two areas: colour move-
ment and colour relativity.

Klee represents his colour globe rather like the terrestrial globe In spacs, on which colour
movement takes place peripherally, diametrically, and along the polar axis, or with colours
orbiting the globe like satellites or delimiting it like meridians.

18




A note(8/12) outlines four-exercises, suggesting what such practical exercises may have
been like, following the summer semestsar's colour seminar.?

'Exercises:

1 Scale oftonevalues

2 Peripheral colour scale

3 Three diameter scales

4 Three major polar colour scales,’

The two parts, ‘Towards a theory of form production’, in Volume 1 and the ‘General
system’ in Volume 2 overlap and supplement each other, although emphasis and focal
points differ, In subsequent semesters Klee used both manuscripts together and alter-
nately.

Numerous marginal notes and page references suggest that he kept reorganising his
material in new ways, using it over the full range from preliminary to advanced courses.
Klee's teaching from 1921 to early 1924 was very much of a piece, and what he discussed
may be supplemented from both parts.

In the light of his experlences during the early semesters, Klee, in the "General system’,
increasingly reverted to nature study as his starting point, representing thought and
creative processes in simplified, more immediate and more graphic form.

His geometrical and constructional contributions, on the other hand, further enriched and
complicated these processes. It was not until his Bauhaus period that Klee, stimulated by

‘the demands of the lecture hall, began to go deeply into the basic theory of two-dimen-

sional extension.

20

1 Cf, *Order and nature of pure colours’, Voiume 1,
pp.465-511.

‘Towards a theory of form production™

(Volume 1)

14 November 1921
21 November 1921
28 November 1921

5 December 1921
12 December 1921

9 January 1922
16 January 1922
30 January 1922

6 February 1922
13 February 1922
20 February 1922
27 February 1922
13 March 1922
20 March 1922
27 March 1922

3 April 1922
15 May 1922
22 May 1922

12 June 1922
19 June 1922
26 June 1922
3 July 1922

p-

99
121
123
149
197

215
217
295
323
325
340
343
367
369
401
403
433, 437
443
444
445
447
449

28 November 1922 (colour theory) 467
19 December 1922 (colour theory) 485

21

‘General system or method
ology of pictorial means®
(Volume2) .

Tuesday 23 October 1923
Monday 29 Qctober 1923
Tuesday 30 October 1923
Monday 5 November 1823
Tuesday 6 November 1923
Tuesday 20 November 1923
Tuesday 27 November 1923
Tuesday 4 December 1923
Tuesday 11 Decomber 1923

Tuesday 9 January 1924
Tuesday 15 January ~1924-
Tuesday 22 Janibary 1924
Tuesday 29 January 1824
Tuesday 5 February 1924
Tuesday 12 February 1924
Tuesday 19 February 1924




72

Paul Kieain 1938.

Statics and dynamics

Primordial approaches to form, 5/1-70

Style, archestyle, 20/1-59

Special system of pictotial means,
60/1-121

Organisational theory, IV/1-185

Among Paul Klee's unpublished papers, only the manuscripts on ‘Statics and _dyn;aw
mics’ or ‘Pictorial mechanics and theory of style’ (45/1-165) are continuously dated. In
time they follow directly after the ‘General system". -

{Pictorialmechanics orthecry of style) 45/1-165)
Dates of lectures
Friday 29 February 1924
Tuesday 4 March 1924
Tuesday 11 March 1924
Tuesday 18 March 1924
2 July 1924
Concluding lecturs.

Current dating of lectures ended with the one on Statics and dynamics delivered on 2
July, The corresponding collection of notes, supplements, and sketches, superscribed
‘Current material on statics and dynamics' 21/1-59, no longer contains any further com-
plete pieces and running dates.

Contains no lecture dates. One chapteris marked 'written in the summer of 1927".

Deals with the structure, balance and rotatahility of static and dynamic elements Styllsilc
elements are characterised ab ovo, i.e. from their basic forms on up and their behaviour is
examined from the static and dynamic point of view. There are no running dates.

Contains for the most part examples of specific mobility of means.in respect of both tone
value and colour. There are no current dates and no lecture texts, apart from the discus-
sion of several concepts. :

‘Both ‘Style, archestyle’ and ‘Speclal system' also constitute documents Klee addressed to

himself, with reference to his own creative interests.

With an incomplete separate part on the same subject, largely identical with his volumi-
nous 'Constructive theory of compaosition’. No current dates, Used in teaching for the
sections on articulation and structure, rhythmics, dividual and individual divisions and
their connection. The main parts have been published in Volume 1. . -

23




Klpe intonded to publish 'Statics and dynamics’ (or ‘Pictorial mechanics’) as one in the
series of Bauhaus Books; and in 1925 the Bauhaus Publishing Company repeatedly

announced the volume.1
Expressing the basic duality of form, the term *Statics and dynamics’, often used by Klee

himself, describes the substance of the notes with greater pracision than the title 'Pictor-
ial mechanics'.

Peopie today have becoms much more aware of the ldea of static versug-dﬁnamic form
than was true in the twenties; and thus these two terms as opposites, as applied to pic-
torial content, are more appropriate than the ambiguous term 'mechanics'.

24

1The conciuding lecture of 2 July 1624, was first
published inthe catalogue of the Paul Klee
exhibitlon aithe Basle Kunsthaile in 1987,

Views of Klee's studlo on the Kistlerweg, Berne,
taken around 1939,

[1] Foreground, Bimho the cat; centre picture on the
back wall Scholar (seif-porfrait}, 1832 z 6 (cf. Volume
1, frontisplecs),

[2] Corner cupboard with painting suppiies, On top,
two rellefs now at the Paul Klee Stiftunp, Berne,

General and special system
Behaviour of pictorial means at rest and in

motion

Paul Klee in his Berna studlo.

[111n 1938,
[2}1n 19238,

After 1924/25, the 'General system of plctonal means' formed the counterpart to. the
‘Special system of pictorial means’ (60/1-121).

The ‘General system' reviews the conceptual means before they are used in form produc-
tion, in a state of rest. : :
Inthe 'Special system' movement is associated with the means. Form-producing tensmns
and contrasts among various individual forms result in the special kind of mobility that
effects the first step from form to form production.

‘This reorganisation picks a few characteristic passages from the "General system™ and
reshuffles them by new criteria.’

25




'Special system
or methodology
of pictorial means -

First step from
general to specific methodology
based on the conceptis:

Limitation
Interruption
Rearrangement
Disproportion

By movement (direction of movement)
Unilateral )
Parallel movement

Modes of movement

Interruption:

Gliding

Striding

Leaping

Central figuration without discontinuity
Jumps

Rearrangement:
By shift
Rotation
Reflection
Complementary

Limitation or superfluity and
disproportion

Movement and countermovement
’ ) Major-minor, majority, minority

_ Direction of movement:
Composite unity
Movement and countermovement
Composite unity in two
dimensions’

‘Figuration must be connocted with the concept of movement. In the general case mability
onds in rigid rest. As primary values, formative means as such are elementary by nature,
but when they become secondary or lesser values, they move to and fro among the firm
primary values.

‘Movement of the means is itself a to and fro between firm points, and this may ln turn

‘rasult in more firm points, like grey, green, orange, etc.

‘Once ostablisned, the whole “structure” of formative means is immovable, :mmutable,
unique. Hence the term general.

‘One cannot say: Let us do this once again in a different or better way. Perfectlon Is ab-
solute here,

‘One principle predicates everything else: The manner of moblllty in a composite principle
Is completely balanced In itself, [t achleves this through the regular spacing of the firm
points and by the equivalence of the to and fro of movement among the firm points, Thus
the whole appears to be governed by a kind of rigidity.

26

View of the studio In the Kistlerwepg, Berne. On the
wall, early under-glass paintings. On the easel at
right, one of Paul Klee's last deslgns {(now in the
possassion of his son Felix).

‘The structure of a general system of means is bound to be an organism of great rigidity
and precision, an assemblage of contingencies expressed in terms of “tonality” and of
“colout™. It thus provides a kind of topography of "light”, "'dark", “Iightened colour™,
“darkened colour' and *'coloured light" and "coloured dark".

‘Such an organism, however, is marked by an immutable rigidity, a unique perfectlon.
‘Living, moving figuration proper must therefore cast loose from the general system. One
or more organs of that organism must be singled eut and reorganised info an organlc per-
fection oftheir own. The scope broadens into inflnite variabilify.

‘In this process it (the primordial element) must settle on the intended scope of Its new-
found specifilc mobility'.

27
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Exercises -

'General system

Dimensions:
From point to line to area to solid.

Lighting (above-below)
Graded from white to black

Horizontal extent (left-right/front-back)

a Paripheral colour

b Diametrically tripartite red, green, yellow, purple
Warmth contrast: blue-orange
Complementary contrast without warmth differential

(Solid) three-dimensional
white red black

white yellow black

white blueblack

Special systems

Aspects:

Tension: physical, mental

Semblance and essence, e.g. of an apple
Eros-logos

Articulation: dividual-individual,

single and combined

Single theme with accompaniment-several themes
Interpenetration, mutual exciusion

Creative tension of major individual forms
Organism organically linked from major forms
Formal function physical-spatial

This contrast of 'General system and special system’ (8/5), outlining practical exercises
foradvanced students, was written on the back of a letter to Klee from the Berlin National-
galerie of 1 March 1928, and can thus be approximately dated. Conceptually, basic and
specific aspects may be distinguished In 'Towards a theory of form production’ (Volume
1), as well as in the 'General system’, butin practicethis would scarcely be possible.
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Paul Klge in his Berne studio In 1038,

Paul Klae's studio In the Kistlerweg, Berne, in 1939,

In both lecture cycles presentation of primary values was followed by demonstrations of
the special mobilityinherent in figuration. The two were indisseverable.

Klee's theory of tone value gives elementary examples, but going on from there brings in
the element of special mobility. Tone value subsists on movement between the poles of
black and white, on tension, on interpenetration, on transition. But for movement, polar
contrast would be lifeless and rigid.

3t




Klee opposes'constructive’ figurationto 'impressive’.

constructive | ~-impressive
i.e. causally real virtual
(i.e.in appearance)

constructive by nature - constructive by semblance

*Constructive representation provides certain invariant valence relationships, while im-
pressive representation reveals a naive joy in expression,’

constructive
integrated with
the warp of construction

—~Impressive
-by semblance
without the warp of construction

Klee uses the term 'constructive’ as a simplification of the precisely defined concept:
‘Normal format, rigidly adhered to, with constructive internal relations, as the canon of
the ground plan. The canon as the standard and rule.’

Constructive compositional approaches serve to establish norms and directives in the
formative process, and any departure from the acknowledged system must be logically
justified.

Klee distinguishés these constructive
compositional approaches:

'Schematically fully constructive
partially constructive, applied schematic
partially constructive figuration:

free choice of dstail.

(Or partially constructive play.
Irregularrandom movement.)'

Partially constructlve figuration avails itself of a schematic basis from which it chooses
whatit deems suitable for free figuration.

‘The partially constructive manner’, Kleo writes, ‘happens to be productive in a form-
creative sense, but only by calling on the help of the destructive principle. The productive
ruin.’

To avoid rigidity and gain a new and freer structure by creative freedom of cholce, the
schematic basis must be destroyed.

Pride of place is given to order and structure, to organic and heurlsticllnks. In second
place comes the application of formative means, whether elementary or mixed, in sum,
‘irregularity’, departure from the canon, from the norm.
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Constructive approaches to composition

1GCf. Exacl experiments in the realm of arf, Volume 1,

p.89, and Law, Volume 1, p.71.

2G{, text, next page.

In the section on 'rules', Klee discusses irregularity as a departure from the constructive
norm.?

‘Irregularity means greater freedom without tranggressing the law. The conflict between
universal and restricted application.

‘Partial choice has expressed itself as an absolute structure (omission of the umversa[)
or as a relative structure. Accented, but at the same time susceptible of being measured
by the law which forms part of it. All figuration relates the general to the particular. It is
more personal or less, according to the nature of the relation,

‘But if the priests ask sternly: "“What is this shocking anomaly you are producing?’’ ~ the
absolute structure makes it possible to prove after the fact that the law has been observed,
while the relative structure includes the proof, rejects the guestion and makes the proof
unnecessary.’

The overall plan of the general theory of pictorial composition {8/27 and 8/28)2 suggests
many possibilities that stem from linking the theory of constructive composition with the
stylistic plane. _

It was long an open question what weight should be given the theory of constructive com-
position combined with nature study, compared with the theory of form and figuration.

Klee's calendar for the years 1928/30 carries entries on his lessons atthe Dessau Bauhaus
made over several terms. They suggest that constructive-geometrical instruction took up
much more time than has been hitherto believed. It should be considered on a par with his
earlier preparatory texts,

This in turn suggests a shift of emphasis from the form and figuration examples prepared
in writing during the early Bauhaus years to the constructive basis of two-dimensional
figuration. This shift culminated in the years 1929/30 in Dessau and was concluded durlng
Klee's tenure at the Diisseldorf Academy in 1931-33,




“The general theory of pictorial composition falls into two parts:

A’ Theory of constructive composition
B Theory of style

Line of the theory of constructive composition (in general outline):

A Fixed normal relations within static and dynamic forms (fuliand patrtial constructions.).
Slight departures, i.e. random movements about the normal interior pathways (side

paths). . _ . .
“To A: Fixed in the static sense means rigidly bound to the vertical. Fixed in the dynamic

sense means tranquil harmonisation of free mobility.

B Sharp departures,i.e. movement against the normal interior pathways. o
To B: Sharp deviations in the static sense are local deviations from the nor‘mal orientation
of the vertical and the horizontal, but always in the form of verticals and hortz?ntals.

Sharp deviations in the dyhamic sense are essentially central shifts and shifts of locales
dependent on the centre, avoiding the plumb-line and its closestforces.

Link befween the theory of constructive composition and the stylistic plane.

A Theory of constructive composition.

‘Questions:
1. Are the Interior constructive relations of form an

dom deviations? . . .
2. |s there a complete departure from interjor constructive relations? Is this done while

coincidentally normal constructive relations are alsc given form? Or are the latter
omitted?

d format maintained? Are there ran-

‘B Theory of style ~

‘Questions: Are veiticals and horizontals present? Rectangles? Are centres and peri-

~ pheries present? Sextiles?'
(8/27 and 8/28).
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MNature study and construciive
approaches to composition
Dualitytreated as unity

The Dessau Bauhaus schedule 1928/29

Constructive compositional approaches, being exactexperiments in the realm of art, pro-
vide an additional elementto the themes treated in Volume1.

In The nature of nature constructive compositional approaches and nature study are con-
trasted and summarised. R
Both bases, the natural and the geometrical rules, are represented in balance, insofar as
possible. - ]
‘Contrasting locales,’ Klee emphasises, ‘are fixed. They permit gliding movement. Treat
dualism not as such butin ifs complementary unity.’

To a considerable extent Klee translates into the constructive realm insight about growth
and mobile processes gained from nature. Basic geometrical forms are studied by the
same criteria as plants, in respect of their causation, their mobile potential, theirinterior.
Beginning with the elements at rest, centres and random points are set in motion, to the
end of reaching efficient organic relationships. :

In the pictorial sense, the dynamic forces of natural growth and the tensions of basic
forms have this in common: function, movement. .
In Klee's ceuvre the two poles alternate in holding the upper hand, just as they alternate in
the stylistic development of the twentieth century. o _
[tisin the formative processthat the duality of nature study and constructive compositional
approach achieves creative harmony and synthesls. - . -

‘Algebraic, geometrical, mechanical tasks are training elements en route to the essential,
the functional, as against the impressive. One learns to look behind the false front, to go
to the root of things. One learns to perceive the flow underneath . . . to dig' deep and lay
bare. To find reasons, to analyse.’

Klee's calendar from the years 1928/28 includes current entries about his lectures. In this
fashion an overview of the Dessau syllabus has been preserved. Among Klee's papers,

" this Is the only trace of how the varlous term courses wete bullt up over two years, and It

demonstrates that the geometrical part must not be separated from the text preparations.
In practice both increasingly formed a mutually complementary unit.

From the preliminary course to the fifth term there is an alternation of portions from the
theory of articulation, the general and the special systems, the theory of organization, and
of statics and dynamics as related to questions of style. - '
The constructive aspects of planimetrical figuration bulked large in Klee's lectures.
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View from the terrace of the Berne studio on to the
gardens of the Elfenau.

36

View from the rear of Kiee’s Berns home {1931-40}
on to the Kistlerweg and Elfenau in winier.

View from Klee's Berne studio on the Kistlerweg .

on fothe terrace and garden in summer.

1 Cf. the diagram of Bauhaus organisation:
‘Art=Organlsation - Pure science’, Volume1,
Introduction, p.33.

The Dessau lecture plan for 1928/29 is incompatibie with any sharp division of Klee's
theoretical papers into the verbal and the geometrical-constructive and with the view that
the latter were intended more for his own orientation and exercise. The two display an
increasingly coincidental relationship, arising from their function as pole and cdii_hter-
pole.!
The link between invariant relations and the stylistic level gives rise to new steps-towards
multidimensional simultaneity, in the individual form elements as well as in'the whole art
congept. This was always one of Klee's fundamental concerns.
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Monday 1928 9 January
Monday 16 January
Monday 23 January
Monday 30 January
Monday 6 February
Monday 18 February
Friday 17 February
Monday 20 February
Monday 27 February
Monday 5 March
Monday 12 March
Thursday 22 March
Friday 23 March
Monday 26 March
Wednesday 28 March
Monday 16 April
Tuesday 1928 4 September
Monday 10 September
Friday 14 September
Monday 17 September
Monday 1 October

Examples of dividual-individual combined. Tension as formal genesis.

Weaving.

Weaving: basic theory, elementary torm. Formin format. Form structuresin format.
Weaving: inferring the exierior from the intetior. Basic theory: iorm structures from three
elementary forms.

Formas sum.

Preliminary course: decentralisation of form structure from three elementary forms, Com-
posite form. '

Subtraction. Random movement on rails. Six mechanical variations.

Weaving:trapezoid.

Weaving: composite form with surface contact{and after) points.

Second semester: arches and straightlines. Irregular progression.

Preliminary course, second semester: lastlecture. Style, problems.

Woeaving: subtraction, rhythmic patterns.

Weaving: division.

Preliminary course participants turnin problems.

Preliminary course exhibition is installed.

Entrance examination 10 o'clock.

Select items for permanent collection.

10 o'clock, second semester beginsl.
General system. Tonality, colour.

First part.
Weaving: junior course:theory of articulation by measurement.

Senior course: multi-unitary centres.

" No further entries to the beginning of the summer holidays, 14 July 1928,

Second part of summer term begins.

Preliminary course: composite form based on sexti-, quadri- and tripartite circle.
Weaving: ditto. .

Conchoids.

Rotation, irregulatity by use of varying threads,

Weaving: Composite form and rotation.

Second semester: irregularform structures in fulfiiment. Chapter13.
Multi-unitary centres, as departures from inside. Chapter 14,

Lastly: departures from outside, irregular clrcumference divisions. Chapter 13a.
Conclusion of theoreticalinstruction.
“Weaving: Chapter 10.

38

Monday

Monday
Friday
Monday
Thursday
Tuesday
Monday
Tuesday
Monday

Tuesday
Friday

Monday

Tuesday
Friday
Monday

Tuesday
Friday
Monday

Tuesday
Friday
Monday

Tuesday
Friday
Monday

Friday

1928 8 October

15 October
19 October
22 October
25 Qctober
30 October

5 November

6 November
12 November

13 November
16 November

19 November

20 November
23 November
26 November

27 November

30 November
3 December

4 December
7 December
10 December

11 December
14 December
21 January

25 Januatry

No theoreticalinstruction in basic theory.

Weaving: addition.

No theoreticalinstruction.

Construction of the exhibition.

Master council, entrance (of students).

End of term.

Beginning of the winter semester.

Second semester:introduction and black-and-white.

Open painting class.

Second semester: colour sphere,

Weaving third semester: black-and-white scales.

Fourth-fifth semesters: division In complex case.

Open painting class.

Subject: spatial representation in two dimensions. Representation of the front-to—'rear
dimension.

Front-to-rear as intersection lines with more emphasis orless.
Second semester: exercises, diametric colour stages.
Weaving 3: gliding, striding, leaping..

Fourth—fifth semesters:formal mediation with tonality.

Open painting class.

Advanced semesters.

Second semester: major-minor.

Third semester: major-minor.

Fourth-fifth semesters: formal mediation.

Open painting class.

Advanced semesters.

Second semester like third semester on 3 and 10 December.
Third semester: unequivocally directional movement based on major—minor.
Fourth—fifth semesters: ellipses —interier construction.

Free painting class.

Two hemiprogressions on grey base.

Second semester: shifting, reflection, rotation.
Third semester: as on 3 December, but based on different values.
Fourth-fifth semesters: interior construction of ellipses.

Free painting class.

Advanced semesters. Only one student, exercise called off,

Second semester: articulation, Proximity of members. Rhythmics.
Weaving: ellipse, shift, reflection, rotation.

Advanced semesters (five students),

Combination of point and line progression.
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Monday 1929 28 January 1. Number calegories 01Earticulation.2.Theory of proportion. :
Méil_’z 1929 , ) Weaving: ellipses, conclusion. Parabola {whole integers). - . I‘
b - : Younger: exercises (held over), . o [
o 11, Wodwe 12'W°d“_ Monday 4 February Exercise:theory of organisation (articulation). l |‘
‘ 10 17 ; Weaving older [semesters]: parabola, continued. I
P Sonntag Sonntag . L o Weaving younger [semesters]: cancalled.
' : ’ - Saturday 9 February ~ Bauhaus festival,
. 18 Monday 11 February Cancelled. ‘
! 11 Monday 18 February Exercise: organisation, homophone-polyphone. i
I Mositag  |¢ Montag Weaving older [semesters]: hyperbola. ‘
L ‘ : ‘ Weaving younger [semesters]: inner reversion, complementary.
12 1 '] Monday 25 February Called off on account of cold.
i Dienstag Dicastag Friday 1 March Operations at horizontal levels of various heights.
. Monday 4 March Second semester:genesis of elementary forms, Tensions, etc,
20 Weaving older course: hyperbola~asymptotes. _
13 Normals and tangents. Three conchoids, circular conchoids. !
! Mittwadh Mittwodh - ‘ - - Weaving younger course: augmentation by complementary reversion, i
i ‘ Friday B March Terminclogy of measurements of height, width and depth.
14 21 Monday 11 March Second semester: form In format. Form structures in format. ,
S : Doanerstag o _ , Woeaving older [semesters]: rolling curves. !
. ) Weaving younger [semesters]: !
22 1. Economy (of means). . : : :
15 - T : 2. Conflict between superfluity and def‘mency v
Freltag [ Tt | W a) Numerically. I
' . T b) Interms of colour. :
16 o 23 : Friday 16 March Operations on vertical surfaces and combined operations on vertical and horlzontal sur-
- Sonaahend ' ' Songabend ) . faces. :
. ; i - Monday 18 March Form structure of three elementary forms.
) Winter semester 1827/28 Composite form — unitary form.
::rdoIt:):r?:; ::yKvlvii:sc:::?:?::e:‘:ltjer::.otrh‘j:izize:c::r ';'s:;tlf;::;:5::':;_:;? Monday 11-13h Weaving Weav!ng older [semesters]: ?yCIOidS’ evlolvents, ﬁpira]s.
carries preciae entries about Klee's frip to Brittany in ) Instruction comprised X 15-17h Second semesier Weaving younger [semesters]: superfluity - deficiency.
July and August 1928, From Dessau to Nanterre, eight hours a week 19-21h Life c-lass | a) and b) as before.
Begmeil, Quimper, Quiberon, Parls, Berne. Also for each semester. Thursday 15-17h 2?2:::;;::,53 ¢) immediate.
about his trip to Egypt, Decamber 1028 to January Summer semester 1928 d) mediate.
1820, Also noted are numerous visits to the opera, Monday 10-12h Second semoster Friday 22 March Frontal surfaces, operations thereon.
theatre, and concorts. 15-1Th Weavlng Single combination frontal-horizontal.
| Tuesday 15-17h Open painting class Friday 298 March ". Spring holidays begin.

Friday 10-12 h Fourth semester
Winter semester 1928/2%
‘ Manday 10-12h Second semester
| ' 15-17h Weaving:fourth and fifth
| I somesiers
i | 7 ‘ 17-18 h Weaving: third semester
{ Tuesday 15-17h Palnting class .
‘ ‘ ’ (17-6hy Studio -
: Friday 12-13h Creative figuration
- Flith semester

9 April Semester begins.

| | 40 ‘ “
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Klee's atudio after his death on 28 June 1240,

On the easel in the backgreund, what ia probably his
last oll palnting, on biack packground, 1949,

untitled.

Cf. colour plate, Volume 1, p.493,

Basic theory before figuration

There is but one reference to *basic theory bafore figuration' (8/20), from Portiolio 8/1-31,
which bears the title ‘Introduction’. : ) :

The reference is fragmentary, as are numerous. titles in this portfolio. In many cases
neither plan nor design was followed up. o

‘Chapter 1. Before figuration.

'‘Spatial order of ideal pictorial means at rest. :

‘The objective ends of pictorial means are effective, even when reduced to points. This is
less true of the intermediate stages. They require more scope to become sensibly per-
ceptible and measurable, or weighable and critically perceptible, (Orsensibly criticisable.)’

itis aimost impossible to draw a sharp line between the ideal means at rest and the con-

cept of the theory of form. The basic premise must be a principle, but the living figuration
must be separated from the general principle.

Sequence of stages

Form the formal element per se, elementary, as a static phenomenon

Act of forming must be based on primary process

Figuration example straightforward coincidence of forms, based on a process, e.g. a
function

Figuration process higher combination of formal elements and pictorial processes
This demenstrates the borderline where statics end and event passes into motion, is in-
deed Inconceivable without the moblle process, ’ )

In a section on ‘Active craft-related movement’, Klee characterises this relation: ‘The
relation between form and the act of giving form, perceived and gained even on the micro-
scale, retained its fundamental significance even-in subsequent studies, precisely be-
cause it Is a matter of principle. | should like to capture this significance in one sen-
tence: The approach to form, supposedly dictated by-some internal qr_exfernal' necessity,
is more important than the goal, the end of the path... The act of giving form determines
form itself, and the process is more important than the form.

'Form must never and on no account be considered dlsposal, result, end product, but
rather as genesis, essence, growth ... Good means form as movement, action, active form.
Bad means form as rest, as end point.’

What really interested Klee were the processes of thinking and forming, and their func-
tions, the act of forming in terms of living examples.

In essence it is the results that retrospectively set the foundation for basic theory.
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Structure of the basic theory - By contrast to the fragmentary and undated reference 8/20, three outlines bearing the |
general title ‘My share in the basic theory' have been preserved. B I

[ UQM{H@ ff&g v o PuSlehe
! 7 I Lﬂf}’w "%tﬁ)}/z d'wnw }

i j’ % Iy ) é 'My preliminary theory, my share in the basnctheory 45/664. S ;
ea@m‘/L '4 vﬂf df’l ﬂngtl % _ This hastily drafted outline follows the concluding lecture of 2 July 1824 in the manuscrlpt
(:(UM“(A' @) _ u‘iﬁcbﬂ ‘trf Wﬂh{ﬂzﬁé’%@ M o, ge'&g‘f‘ GM ‘Statics and dynamics' (pictorial mechanics), or was subsequently inserted at'this place. |
, leﬂw ér@ﬂﬂm&ﬂé‘w Mitel (og!me/ W A second signed outline (9/3) Is more explicit. It is at the beginning of the ‘Genoral system'

and was thus probably done during the winter term of 1923/24,

Wu?' Jﬂ/"&) ’ 4&‘60 /muxwvgc{e t%?'u«g W M — The outline reproduced in facsimile opposite {8/6) and entitled 'Klee's share in the basic
%‘l EW E:{af "9‘» W;( theory' Is dated 'Dessau, September 1925", It is apparently a final version from the two

earlier drafts (45/66a and 9/3).
The essential content of the three versions scarcely differs, In the final version,in Section

B . gﬂ,s;l‘d‘émgsm (%M'é %415%5}-.97% V‘M b, thoory of articulation, following ‘primitive rhythmics, gradation of values', a reference, '
— ] / { '‘melodic or thematic, leadership and accompaniment, counterpoint’, has been omitted ;

together with the drawing here reproduced. |

./Mfgwwm ﬁbjfu,ffc A g?egz%ﬁ o w ;:
| 5t W% w&d@é}"wfm :
%wwf&, ?AXM")W Klee's shate in the basic theory. Dessau, September 1925. K. (8/6)

{Comes under formal theory )

ggf th% %%m'/a Sfu é/t ) | Theoretical (Lectures) A , Before figuration.

<

IS

[ % 9 ﬂ Survey and orientation in the area of idea! pictorial means (line, tonality and colour), their
: M/@{"@ W ,f e 9’” f&' spatiaslrord'er at rest. ° ( ! )
A [ /78 ﬂdgﬁ ff'moﬁzw M«S JMM B Theory of figuration {combined with nature study).

i : fLe4 d”g Vn.{f, - a General concepts of flguration.
| - / % ,A_Z,g‘yaﬁ _.,{%afg—,{ W%lgﬁ) Tensions of means and ends,.

Essence and semblance, i

| | Bl ochait [l g Gpuancsc) il
f | e 01(9 M[lwg, 03534/1@565 W : b Tiieoryofarticulation. ‘

Primitive rhythmics, gradation of values, melodic-thematic.

9

T j) Z‘ 5 g . Dividual and individual divisions or structures and proportions (and their links). _

| ' /ZM Mg ﬂ a{ f Z]- ?/? c Pletorial mechanics (statics and dynamics) and the derivation of the concept of style. - :
| 3@ dﬂdw { 4 ht w M{ae« e u«gw : !
1 } (Mdv Mt ) ,cfwé’ J Il Practical With all the sections above, simultaneous exercises {including drawing from life), al- :
‘ é I&,w : V%M though these are to be limited to the field of ideal pictorial means (Section A}, :

" ' eﬁv&t a@z
| (aﬁfJMbﬂ’Aj/{; eShphnsitn

| /-
m Sﬂ [72 r Outline of hasic theory by Paul Klee. Cf. lower part
o of facing page for transcription.

i
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.Discrimination in the Basic Theory.

YIA', Before figuration and

B Theory of ﬁguration combined with nature study, general concepts, tension from way to
goal

points In turn to the conceptual distinction which we have discussed in connection with
the ‘Basic theory before figuration', and which in the practical use of the lecture manu-
scripts are closely linked to one another.

The summary, done in 1925 after the conclusion of the dated written lectures, shows the
overall conception, but scarcely the weight and volume occupied by the theorles of tonal-
ity and colour,

The structure of the contents corresponds to The thinking eye and to the present second

“volume, except for the as yet unpublished text part, complete in itself, under the heading

‘Pictorial mechanics, statics and dynamics, and the derivation ofthe concept of style’.

The reverse side carries the title

Il Theory of form —theory and practical exercises (8/6a).
There are sketchy remarks relating to the parton practical exercises.

‘(Nature})

‘Il Theory of form.

"Theory and practical exercises. :

‘Analysis of formal elements (orientation, designation, terminoclogy).

‘Organic and heuristic contexts (rules, construction, structure).

'Directions for abstraction. Directions for abstract thought and form elements (sem-
blance, essence, schema),

‘Distinction among elementary, primary and secondary figuration. Elementary and mixed
application of pictorial means.

*Exercises relating to the mutual effect of the elements.

‘Figurative exercises: Drawing, painting, modelling, space.

‘Draughtsmanship, painting and spatial exercises in form.’

The reference ‘comes under formal theory 11" under the main title on the obverse (cf.
pp.44/45) cannot be clearly distinguished from the enumeraticn on the reverse.

The concepts of basic theory, theory of form and theory of figuration occasionally overlap
and essentially delimit the same material. L

The first section of a passage on ‘The concept of artistic creation' In Voltime 11 does seek
to clarify these distinctions:
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1o, Volume 1, p7.

Retrospects

1 |n Retrospect 8110 cf. pp.117 and 119 and the
Anpendixto p.117.

& %
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“The study of figuration deals with the ways that lead to form. It is the study-of formybut
emphasises the paths to form rather than the form itself. The word Gestaititng suggests as
much, “Theory of form”' (Form/ehre), as it is usually called, does not streég the principles
and approaches. “Theory of formation” (Formungsiehre} is too unfamiiliar. 'Moreover,
Gestaftung in its broader sense clearly contains the idea of an underlying mobllity, and is
therefore preferable.

‘For another thing, Gesfalt (over against form) means something more alive. Gestalt is ina
manner of speaking a form with an undercurrent of living functions. A function made of
functions, so to speak. The functions are purely intellectual. A need for éxpression under-
lies them. Every expression of function must be cogently grounded. Then there wili be a
close bond between beginning, middle, end.’ '

Klee's retrospect of the last Weimar preliminary course of the winter of 1924/25 again
suggests that he kept changing the sequence of his preparatory texts. The lagical se-
guence remains the same in these changes, in which abstract thought and form models
alternate with the Immediacy of new points of departure that are clese to nature.

‘In the last Weimar preliminary course in the winter of 1924/25 (8/10), | adopted the follow-
ing sequence.!

‘Theory of pictorial means (order in a state of rest).

‘Line

‘Tonality

‘Colour. )

‘A general example of figuration: From source a{seed corn) paths are foreshadowed,_wifh
concomitant effects I-1V (from within or without).

‘The paint begins to move, and an essential construct arises, stemming from ﬂguratioﬁ. ' i
‘The end is but part of the essence (the appearance).

‘True essentialform is a synthesis of figuration and appearance.
‘The snaill: Because of_its need for shelter, it is jeined to a growing shelter.
"The apple: From blossom to fruit ('Casing”!). The violin. The umbrella.’ ’

A second retrospect (8/7), dated 12 November 1926, [s reproduced In facsimile on p.56 of
thisinfroduction. The textistranscribed on p.149 of the main part. A third retrospect, ‘done
March 1927, (8/4 and 8/4a), numbered 1-9, is given on pp.120-122, as a summary of es-
sential creative possibilities.
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1933/29: Desert of stone.
Coloured paste on Ingres paper. 48 x34-3.

1820/ c0 10: Scenled Isle. -

Watarcolour, 23 %31,
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ﬁ’w’f &{f / S . ) f Pictorlal theory of flguration (Bf3y transcribed on - Overallsummary o Two'overallinventories of the theory of form and figuration-are preserved (8/2 and 8/2a),
Alhaishy . folfos bl »

| P opposite page. ) , Theory of form and figuration - as well as a slightly condensed final version (8/3), reproduced in facsimile opposite.
| : s . The two are undated. They were probably composed in the years 192426 and document
\ , . WA mﬁwc«&é ' 3 the growing development and expansion of Klee's theoretical writings, especially on the

.
" . T ﬂé}ﬁw‘;w it ﬂ : Thereis a threefold division:
b A bl Co 8 s g |

geometrical-constructive side.

-

| General part{concept of the theory of figuration),

| : .
; i A ﬁ’»!’kﬂ")“ﬂ'bf%« 0"'1’0““‘3 Il Planimetric figuration.
Il Stereometric figuration, .
4 Wit O .
2 ff.zmuf&, "'9“‘7 /(¢ fon T . This threefold division as well as the general organisation apply by and large to all of i
i ﬁ/a""ﬂw"“g & kY TEefr &7 e . Kiee's theoretical papers that have been preserved,
i

' Sections Il and lll are voluminous and purely geometrical-constructive in nature. ' i
f fé‘ﬂﬁmﬁ-’;dy ?‘%I-‘ 7’ _ .
C% i V’?‘ o Forse | W‘y“’”yf‘*ﬂ Pictorial theory of figuration (8/3)

« & MW”‘” ‘ Table of contents

v }'Z HI:M{L«:. Tottee of- E | (G::netral part
apter : :
A g %m#% 1 Conceptoftheory of figuration 4 Articulation
2 General system a Rhythmics
f
' j W"ﬂ" ’ 3 Special system b Execution, etc., efc.

y —@fm -
& 1 W ? e o I Planimetric figuration
M 4/[-’«»4-;4.7 Mf‘h—-’ A Hpone ' ' . _ Chapter

7 41 :'Mf ' ) 5 Approaches toform, tension processes 15 Free.irregu.larity |
; Zﬂ : : 6 Elementaryform . 16 Conic sections :
13 ‘1»%,[,),,“ j;"“j’dﬁ‘ i ] : 7 Formin format : 17 Wandering centres
W“M é‘ }L—; 7 ) 8 Form mediation 18 Pathology 1_
(ﬂ}* 7"’ L . o 9 Form structures 19 Progressions :
/;‘ %A, 7WV’A";"L"£ L 10 Compositeform 20 Statics
Ll 11 Departurefromthe norm 21 Dynamics, mechanics
/]f . . 12 Change of position 22 Interpretations
4} WW Q_{ﬁ.. . 13 Irregularform structures 23 Collection of exercises

[ ?Mw—é'rc. - ‘ ' 14 Multi-unitary centres

47 W%M ‘ . I g’::sfer:etric figuration ‘

; : o ‘ 24 Stereometric figuration.

20 01 Meduis  §g Sl U Fyeonit '
1] Ganngs iy ‘ | o |

1 3y S, bl 50 m
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Of sere twigs.
brush and pen drawing

1934)N 4
Sep

2

275X 47
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Glani plants,
Coloured paste on paper. 48 x62:5.

1940/L @
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Waltercolour with plaster on chalk-grounded paper.

1932/113
48-4 % 36+7.

Fig tree.
Watercolour. 28 X 21-3.

1829/x 10
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1638/ CCAT: Huniting lree.
Oll on canvas. 100 ® 80,

1938/J 9: Park near Lulcernel.
Oll en newspaper on Jute. 100 % 70,
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1931/N 7: Trees in Oclober. : 1930/R 8: Overgrowth,
Qil on paper. 357 X468, : Black watercolour, 27 X21+5,
4 i % :
| |
| 1




© 1031/M 4: Aged lrees.
Ol and mixed media on paper. 31 x 4544,

1938/qu 2: New growth
Black paste. 27 x 21,




1934/k 3; Landscape near Pilamb.,
‘Watercelour and pen-and-ink on Ingree paper. 1939/k 20: Bofanical garden (exolic trees section).
G4 x48+3. - Coloured paste and watercolour on paper. 14 x 20,

78 70




General system and methodology of pictorial means
Constructive approaches o composition
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1985/ 12: £nd of the forest, ' Reverting to the main line, we note that the branchings may arise, not at the same points, ‘
Oil on chalk-grounded gauze. 46 X 46.

but alternately on sither side, a form of articulation thatemphasises the element of halving
the area, though even without it the basic two-dimensional organisation is one of halving.

For the left side, points 2 and 4, for the right side, points 1 and 3 are of subsidiary import- }
ance. Things are even mors complex with leaves that combine the alterhating and oppos- |I
Ing forms of articulation. Yet thisis still a rather primitive basic typa. . :
Another major type departs from the pattern in that fnitfally two of the side veins seek to \
appropriate the power of the central spine. - :

In still other types two further veins usually follow suit,

These side veins embark on their mission at an early stage, asserting their autonomy at
the very point where leaf joins stem.

[} 9




1930/263: Fruit on red background.
(The fiddler's kerchief.)
Watercolour onsilkon
cardboard. 612 X462,

l Progressive motion,

l the same motion from bottom to top
(from square to oblong,

each on blue base?). 17/116.

From Progressions 17/106~120,

Lin the original the horizontal base lines are drawn in
blue,

uf_

té

,;Ld&% @eﬁw Win Aston
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The leaf organ’s stem connection with branch and tree as a whole never permits complete

. : ‘ - . ' co-ordination. Even though the side veins may equal the central vein in size, symmetry
I - is always preserved. In other wards, the supremacy of the centre Is preserved.
! Our concept of the veins as constructive, articulating forces entails thinking of the evolu-
‘ : 1 Crossed out: ‘struggle’. tion of a leaf (in the pictorial sense) as an argument® between linear force or peculiarity
| and two-dimensional massiveness or multiplicity,

The planar massiveness is the element that to the eye nolonger appears linear, but is dis-
|

tinguished as a separate eloment by its tangle of lines. As against linear definition, this
element may create an impression of softness,
|

1932/Estate: Vegelational,
Oll on canvas, 675 %905,

1834k 14: Last feaves.
Pastel, red ¢halk and charcoal on cotton. 33-5 %38,

, This line system reaches into the other element, finely forked or sievelike, and enough of it
L - N -
sticks. - :

The planarform thatarises is then independent of the inreaching linear radiation.. -
And wherelinear power ends, there arises contour, the limif of planarform,

12 - 13
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1932k 8: Lone fir free.
Oll on cardboard on plywood, 53 X 51,

14

Growth and ramification, 17/120.

15

i




Once traced, this [imit figures also as a line, but it takes on a new character with the
radiant energy of the interior line'formations as its element, It is not active, it does nothing.
It is passive, it is tolerated. '
As atolerated form, however, it provides reflexes from the aggressive linear forms. Asthe
ﬁl}) , spokes poke out more sharply, in the maple or plane tree, the angles of the limiting line
grow more acute. When this display of energy takes place in more reunded fashion, the
contours tend to be quieter [1].

‘ Saw-foothed ] ;
‘ Serrate W?L
- Scalloped %’ﬂ/ . ;
Dentate 7 r ]I /-vt '

Sinuate
Fringed
Fretted
9/12 b+-¢

One may envisage this borderline as counteractive (olastic), for when it is everted par-
ticularly sharply, it reverts with the same sharpness. In the special case of the reversions
going backto the very point of divergence, we get the composite leaf [2].

Thus we may distinguish an archetype (oval), a transitional form and a composite form [3].

16 A7




Praogression within a quadripartite circle.
17/92.

from24to 2 Progression of the radii. 17/93 Connection  24-2
from 1to0 4 1- 4
from 2to 6 ‘8- 6
from 3to 8 3-8
from 4t010 4-10
from 5to12 5-12
from 6Gto14 6-14
from 7to16 7-16
from 81018 8-18
from 91020 920 -
from10to 22 - 1012

(from 11 to 24)

Angle prolgression and angle regression. 17/04.

This sequence of constructive examples 17/92-95 is
from the section 'Progresslons within a circle
(spirals} 17/83-89,

The truth about palm-leaf fans, 17/95.
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1938{78; Growlh stirs.
Coloured paste on newspaper. 33 X 485,

1939/CC 14: Deep In the woods.

Watercolour and egg emulslon on oil-grounded
canvas. 54 x 43, -

Free leaf and frult motifs, dynamically accanted In
keeping with the style of Klee's ate work.
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1939fv 1: Dramalic germination,
Coloured paste on paper.725-4 X 4:84,

1 Dicotyledons: plants with two seed lobes, a major
division of the angiosperms. In the germination
phase these plants have two or more seed leaves.

A certain impetus from without, the relation to earth and atmosphere, begets the capacity
to grow. The slumbering tendency towards form and articulation awakens in predeter-
mined precision, determined with reference to the underlying idea, to the logos, or, as the
translation runs:the word, which was in the beginning. The word as a premise, as the idea
required for the genesis of a work, In abstract terms, what we have here is the irritated
pointas [atent energy.

Atthe slightestimpetus, the pointis aboutto emerge from a state in' which its mobility was
concealed, to move onwards, to take on one or more directions. It is about to become
linear. '

In concrete pictorial terms: The seed strikes roof, Initially the line is directed earthwards,
though notto dwellthere, onlyto draw energy thence for reaching up into the air.

The next effect of contact with the soil is that the seed rises, and this is often followed by
a kind of split (dicotyledons?t). This division becomes the beginning of further upward
motion, The spirit of this form-creation islinear.

29
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1830/d 8: Winler scerre, Gouache on cardboard.

To[2]: Earth, water, air.

From ‘Towards a theory of form production’.

Cf. Volume 1, p.315.
E: Earth

W: Water

L: Alr

In orderto spread and gain power over large areas of space, the linear unit branches. _

In orderto irrigate, the stream divides. The dynamic force is space hunger-space h'unger
as Juice hunger underneath the ground, space hunger as air and light hunger in the at-
mosphere[1].

Extensions in the air space and within the soll are interdependent, just as in developed
organisms the functions of nutrition and respiration are interdependent. A broader nutri-
tional base may give rise to large respiratory organs, while greater breathing-space
may enlarge the nutritional organs (mutuality, reciprocity) [2].

e A

Competition with other creatures, or the struggle for existence, to use a more dramatic
term, provides the impulse for the enhancement of energy production, As far as light re-
fuirements are concerned, altitude plays a certain role [3]. :

The point of origin between soil and atmosphere strotches out, and the generalised plant
image becomes tree, roct, trunk, crown.

The trunkis the medium forthe rising of the sap from the soil to the lofty crown.

31
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1930/x 8: Hil and air, synthesis,
Watercolour, 25-6 x 31,

x}m'rng(‘)

Earth,

water,

air

seenin cross-section,

Earth,

water,

atmosphere

seenin elevation,

Cf. Volume 1, pp.313-315

Centre of the earth
Water

Level ground

Hills

Atmosphere
Gravitational forces

33




‘ [ . . The linear forces gather within it fo form a Powarful stream, and they radiate outwards, in
i . ] ‘ order to pervade the air space atfree height. Henceforward artioulation naturally becomes
" more and more ramified and open, to make the best of air and light. Leaves bacome flat
lobes, the whole thing begins to resemble a lung or gills, perous, subdivided, for a single
. purpose.
let this entire organism now become an exam
in to without or vice versa. .
Let uslearn: The whole form resuits from a single base, the base of inner noecessity. Need
is atthe bottom, . : "l
There is no random toying with results. The active path towards form and inner structure ‘
is ineluctable. Considering the articulation on its own and recalling the leaf, we can oh-
serve successive changes in the character of articulation, as we move from the main limb

to the side limbs. Begtnning with the element of singularity we arrive at the character of
plurality, ’

ple to us - a structure functioning from with-

In terms of form production, the line between linear and two-dimensional elements must j
lie somewhere. In terms of form articulation the line be
mass articulation mustlie somewhere.

tween singular articulation and

] 1932/113: Young kree | a Theiritated point

[ (Chioranthemunm). N tod : b The ramification N
| halk-grounde

N Waterc::’r;:;: e ¢ The structure

o paper, 48 7.
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1934/U 15: Prize-winning apple.
Qil on muslin on plywood, 55 X 55,

‘Along the whole line of development that leads to
the fruit, longitudinal cuts constitute typically static
images and cross cuts typleally dynamic; but once
we get to the fruit itself, the static aspect vanishea,
All cuts become dynamic.'

{17 Fruif, cuf Info, 4910,

[2] Cross-sectlonal, Inside and out at the same time.

48/5.

[3] Pupated. 48f12,

Drawings from Frei Geametrisch-Asthetisches,
48/1-17.

[4] Spatial-threa-dimensional drawlng.
Excerpted in line from the painting 1032}y 42 Fruit.
Cf. Volume 1, p.6.

Tuesday, 8 November1923

Drawing apples.

a longitudinal section

b cross-section

¢ spatial-three-dimensional drawing.

The apple [from blossom to fruit (‘capsule’ nl.

Along the whole line of development that leads to the fruit, longitudinal cuts constliute
typically static images and cross cuts typically dynamic; but once we getto the fruit ltSeIf,'
the static aspect vanishes. All cuts become dynamic. 45/68. '
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1934{k T: Suffering fruif, Cross-section and longitudinal section Union of norm and of movement away from the norm

Watercolour, oll and pencil. 30 x48-5. of & fruit Progressively waxing and waning side movement (with the centre shifted)
Progressive increase:1 15 2 3 4 5 decreaso—4 3 |
Former centre (betwaen 2 and 3) now here (between 3 and 4). 17114, i

L .4;5‘ ) l‘*‘\b@:}'u-‘
Sgt-): ~y .Q_‘.,_.L_,\’(-_m’j .. -
Lines for the cut fruit, LA T A




1926/8: Vast (Rosenhafen),
Qil drawing and watercolour on plaster-grounded
gauze on beard, 36 X588,

42

Structural rhythmics and higher articulation,

linear, planar and three-dimensional

Form-determining activities

Suitability of matterfor given purposes and its movement potential
The question of the causal

The act of forming rather than form itself

Ideational originality

Tuesday, 27 November1923

What I saw by way of your theoretical exercises in the fleld of structures was not very
rewarding, in terms of spontaneity. A certain trend towards rigidity predominated, often
resulting in chillingly symmetrical ornamentation. | think that is a slippery area, and for
the time being, should still like to discourage you from entering it; for initially it is hard to
retain life in such abstractions, One tends to ignore altogether the bridge that leads from
natural and inherently coherent rhythm to its precise representation, .

The ultimate flowering of ornament is precisely such an end, arising on the basis of what
is supposed to have happened, which one should not tackle directly, in my searching view
of ferm-production. Instead, it is an end one should aliow to grow, like the natural process,
as the result of form-determining activities. Here too it is the act of forming rather than

form itself, form in the process of growth, as genesis, rather than as the ultimate appear-
ance, :
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Many of you will know the pretty experiment with sound figures. First spread a layer of fine
sand on a thin plate of wood or metal. Then draw a violin bow across an edge, making the
plate vibrate, This vibratory impulses the heart ofthe matter. It causes the sand to arrange
itselfin a corresponding rhythmical order. First, in other words, the vibratory impulse, the
will or need for living action, then the transformation into a matetial event, and lastly its
visible exproessionin the form of newly rearranged material.

Sand flgures do not represent sound flgures In the
ordinary sense, Rather, the grains of sand are In
flowing motlen, The excitation is by means of
osclliating crystals, {A steel plate 05 mm thick,

25 %33 em, was used, st an osclllation frequency of
10,700 Hz.)

From Hans Jenny: Cymatics. The structure and
dynamics of waves and vibralions, p.31.

Cf. note In the appendix.

We are the bow, we represent the expressive impulse, mediated by the substance, with the
sand figures as the final formal result. The main context embraces the bow (vibrations)
and the physical material. It is as though matter were being fertilised and became invested
under this dictate with a kind of life of its own. The sand is the annexe, the outer layer, the
secondary stratum,

Torevertonce more to structures and avoid the lifeless in advance, | should like to choose
asthe symbol of structure

in place of e e o

ratherthis wavyline.

1837/L13: Coastal formation,
Mixed media on paper. 12 x22-5,




Torevert once more to structures and even here avoid the lifeless,

L T s i T VO RSP P Ve B v W

I should therefore like to establish this wave structure as the symbol of minutely divided
animation. If matter is to be swept up into it, however, it must be suitable, in which event
it will swing intc action at full force.

The suitability of matter for a given purpose consists in its particles being amenable to
movement. Function resides in movement itself. For us, who build neither clocks nor
robots, the material emphasis falls on mobility; but to bulld tiny shelters for movement, we
must in turn proceed from movementitself, from the need for such shelter.

Rigid guidelinethrough matter

IN . 7 _ _ _ , o - : R Mobile guideline through matter A S T
‘ : Movement potential

predicates a certain scope

forthe guideline

! ' . No such scope Aen Goreloeere. |

i 1035/3: Random movementof water,
1 Pencil17:8 X269,

P -Wave motion arlses by the emphasis on small scope
versus larger scope (contrast of normal and
| departure from the normal). The sum total of the
| ; lines turns Into a surface effect.
I Cf. ancther example: 1929/UE 9: Movement In locks,
i p.49, as well as the form-creative example on p.75,
| ‘ 60/24: Widest contrasispan.

Scope for movement

[ i 46 47




Weli, now, how is matter to be swept up into this first expression of life? The question of
the causal arises. .

In the case of a highly porous and loose material Iike sea sand, one can observe with
great clarity how this process takes place. The wafting air communicates itself and forms
waves of smaller and larger size. The water flowing out with the tide leaves its signature
with striking subtlety and decision, in its whole context of 'streaming’. One observes hoth
linear and plastic formations that are the very essence of streaming.

48

1938/2: The ware,
Coloured paste on paper.

1929/UE 9: Movement In Jocks.
Pen-and-Ink. 11 % 30,

The normal and the departure from the normal

('rigid guideline and mobile guideline') are opposed
as sfructural elements. Increase and decrease of
flow are emphaslised by structural alternation in the
higher articulation (the six vertical locks).

Cf.1925[3: Random movement of wafer, p-46, and

tha form-creatlon example 60{24, p.75,

‘because ithasbeen sweptupinto

In such a case, one can envisage guidelines for the attack on matter. Yet it need not be as
sharp as all that, it may be matter in growth, burgeoning, adapting itself, little on little, to a
living idea, taking shape afterit while still softand impressionable.

This disposition, the fitness of matter, consists In a propensity for motion of its particles.
These particles adapt themselves to the guidelines of the living attack and form them-
selvesinto small structures that may be described as channels, pipelets.

In this wise: firstlife, then the shelter for it —that is the way it happens even on the minu-~
scule scale. Early adaptive union of idea and matter yields matter animate. Atthis momen-
tum, the originally straight line of attack changes into a lightly oscillating, vibrating wave
line. The attendant friction is overcome by a first flickering rhythmisation.

Alineneeds scope in which to move,

movement.

49
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1929JUE 7: Floods,
Pen-~and-Ink, 12 x 30,

highest
intermediate
lower

animate tone
perceptible

fone

Each form of matter permits itself to be permeated in tho sense of such leeway for
movement, though not always in a way we can perceive,

Let us assume that wave motion is minute and even smaller. It will still be there, but only

. imperceptibly so.

Rl e e N
o S o WIS L

A musical tone is in itself already a wave motion, but one that cannot be perceived. Only
an added vibrato renders it perceptible. Every form of matter permits of thig leeway, but not
everyfarm allows us to perceive it,

The remedy is to transmitthe movement to somewhat larger, perceptible dimensions.

7, T SRR - A ety e e S Nl el

Perhaps you have noted how the tone of a singer or string player quakes or vibrates or
turns on atremolo. Itis the same thing. Every sound Is already a vibration of the material
air, so subtle that on its own it can be perceived only as a hlgher or lower tone. '
Such melodic music-making would be sensed as inanimate. It is precisely the vibrato that
alters this chillyimpression.
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10211166 Planls in the fleld I,
Seven growths in a row side by side.
i ' . Pen-and-ink, 26-6 X146

Diary entry, 1806/772:

'l am lovingly caring for the pear seplings brought
from Italy and have actually transplanted one

| ! : vigorous hranch, Thia form of growing also
constitutes a pretty experiment In caplllary action.”

‘ 52

A particle, in other words, must be shaped in such a way as to lend itself to movement and
conduction. For particles have no separate existence, merely serving in support of larger
functions. They mediate —~they are the middlelinks thatreceive and transmit,

A particle subserves some higher process that is capable of further development. Itis a
building-brick in a higher order which it transmits in several directions, over into three
dimensions.

In the matter of plants: On one occasion, for example, | managed to root a slip in the
following manner:

The original plant A had two branches, a and b, When it had reached stage B, | bent
branch b down into the soll, where | secured it in the middie. After a lapse of time sufficient
for rooting, | cut branch b close to branch a (Stage C), thus gaining a separate new
plant with the branches b1 and b2. At Stage D, these two branches are shown having
grown further, b2 in the original direction, b1 in the one opposite. | ¢conclude that the
appropriate structures must adaptthemselves to these two directions, so that the sap may
flow both up and down.
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1916/35: Milkwort and pansy.
Pen-and-Ink. 15+5 x 23-7,

e (Rl

Saprisesandfallsin a plant,

Such structural elements (fubelets) are capable of being used for movement both up and
down, They receive and transmit in either direction. Water flows uphill only in certain
circumstances. Among. these is the state of being divided Into tiny particles — the
capillary system,

a5
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1825/ T: A beetle.
Pen-and-ink with wash. 36 X 21,

-

Function

Shellfor the function

What would be the shape of a tubslet capable of receiving and transmitting in only one
direction? '

Function is here conceivable in only one diraction, for If it were reversed there would be
scattering and no useful transmission would take place,
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Sheet 9/12 from Klee's manuscript of the General
asyatem.

LFish trap: a kind of cylindrical net stiffened with
rings of wood or metal and equipped with one or

more funnel-shaped openings that admit fish [n such

away thatthey cannot get out again. Lobstet pots
confain similar devices.

Shells for this type of functionare shaped
rather like fish traps or lobster pots.?

Demonstration: infish traps orlobster
pots

Woe can see how movementin such
devices is channelled in the natural
direction, fish passing through
successive openings from compartment.
to compartment.

Fishes moving in the opposite direction
willinvariably missthe opening and get
stuck, while others will movein,

Thelikelihood of making progressis
smallerthan that of getting stuck,
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A page of sketches from the Theory of form
production, 45/84a: Simpie and composiie structural
movemenis.

[11 and [3]: Interrupfed fTow,

[2]: Growth,

. three-dimensionality

By repeating or combining channels that transmit in one direction or the-other, orin both,
we leave the area ofthe linear forthe planar, whence we ultimately reach three-dimension-
al space.

w of el

a Repetition
b Combination: up, down, up, down

Shifttowards densertwo- or

And now allmanner of structural rhythms may once again work together, greatly enhancing
variability - though managed only in this senso: No dead little cells must be strung to-
gether. The minor living functions must first be given room and shape, the tiny shelters
being bulltaround them only subsequently.

Asinanapple orasnail shell,

This much as an attempt at stimulation for more vivid flguration.
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1032{v B: Vegetalional-analytical,
Gouache on canvas. 53-5 19,

For commentary, cf, p.85.

1834/u 8: Supervegelational, , -
Waxed watercofour on plaster-grounded jute,
60-5 %805,

From one of Klee's notes on nature study:
‘Dynamic forces ate inward (esoteric), iimits are
outward (excteric). Core, interior space, material
tind, exterlor space. Concepts: dynamic form -
limitational form. Additionally, the abstract: active -
linear, linear - medial,’

1934/u 8: Supervegelational :

Synthesle of firm and relaxed rhythme, The
individual form of the core layers is firm. The
structural elements are loeser and more flowing
than the surrounding layer.

Creative powsr is ineffable. It remains ultimately mysterious. And every mystery affects us
deeply. .

We are ourselves charged with this power, down fo our subtlest parts. We may not be
able to utter its essence, but we can move towards its source, insofar as at all possible. In
any event, it is up to us to manifestthis power in its functions, just as it becomes manifest
within ourselves.

in alllikelihood, it is itself a form of matter, although it cannot be perceived with the same
senses as the more familiar kinds of matter. Yet it is in these familiar kinds that it must
reveal itself, It must function in union with matter. Permeated with matter, it must take on
living, actual form. It is thence that matter derives its life, acquiring order from its minutest
particles and most subordinate rhythms all the way to its higherarticulations.




In ‘Cantributions to a theory of pictorial form’,
Yolume 1, pp.343-351, the ‘appropriate choice,
formation and accentuation of organs Is treated.
The nature of real forms of movement and the
organic conneciion between them',

Klee demanded ‘that the organic context must be
plain to perceive, first through the very form of the
organs, and again by the emphasis given these
forms In their representation'. This is
demonsfrated by the example of plant form:

'I Letthe active force be the sollin which the seed
opens! The complex: soil, seed, nourishment,
growth, roots, which produce the form [I].

Il Rlsing intothe light and open alr the breathing
organs form: one or two tiny leaves, and then
more leaves and mora leaves.

‘Il Result,the flower, The plant is full grown.'

84

Comments to 1932/v 9:

Vegelationai-analytical, p.62.

The growth process from seed to lower,
synthetically represented, conversely suggests an
analytical approach, from the lowering of the plant
tathe Inorganic and mineral realms.

In 1932/ Vegetational-analytical, the analytical
representation uses diagonals to create four zones,
{Cf. 'Pictorlal schemate of the 1st, 2nd and 3rd
laws of statics and the possibilities of compensation
In upright construction’, Volume 1, p.414; also
‘Mutual interdependence of extension in the alrepace
and on the ground’, pp.2914.) The ‘product’ has been
dissected Into the stages of its current phenotypes.
The phases of growth, delimited In space and time,
are represented individually, in sequence
(analytically). Cf. the paradigms for synthetic form
representation: 1920/168: Plants in the fleld, Volume
2,n.42, and the example of form creation onthe
opposlte page. .
1920/205: Skelch for realm of the plants, earth and ajr.
Pen-and-ink. Volume 1, p.314,
‘The object grows beyond its appearance through
our knowledge of its inner belng, through the
knowledge that tho thing is more than ks outward
aspoct sugpests, . . The sum of such experlence
enablos the "'I" to draw Inferences about the Inner
object from the optical exterlor and, what is more,
intuitive inferences. The optical-physical
phenamenon produces foelings which can transform
outward Impresslon inte functional penetration more
or less elaborately, according to thelr direction. But
there are othet ways of looking into the object which
go stlll farther, which lead to a humanlsation of the
objectand create, hetween the *“I” and the object,a
fesonance surpassing all optical foundations.'
Forthe full text, cf. “Ways of Nature Study’, Volume
1,p.83,

A
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There is resonance Inside the particles, immanent within them. Their oscillations range
fromthevery simplest to composite modes. Inexorable law must express itself throughout.
The bow can have no pity. Every expression of function must be cogently justified.

Only then will that which is in the beginning, that which mediates and that which is at the
end, belong together intimately. And nowhere will the dubious be able to obtrude, for
every part fits ineluctably into the next. .

Only inthis way can it be done. One must not leap in at random, least of all atth'e tail end.
One must get in at the ground floor. That alone will aveid rigidity, and the entire growth
process willthen function without Interruption,
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1931/x B: Foliage,
India ink. 24'2 %307,

|

1935/18: Wooded conlinuity.
Pencil. 17:9 X273,

Wherever there are gaps or crude tears, however, nonsense always emerges as such, in

varlous guises. Dead forms, creaking noise, moans, breaks, monstrosities.

Or, when not quite so bad: Infertility, barrenness, pseudo existence, casual false-fronts,
belonging to nothing. Things without growth. Eves without function. Unnaturalness, sur-

passingly fair. Aestheticism. Formalism,

Whatever rests on the foundations of life, on the other hand, is good, when new formation

and preservation each find themselves in the other.

N i

Let us, therefore, think not of form but of the act of forming. Let us stick to the path, to the
unbroken connection with Ideational autochthony. Let us thence cogently lead the shap-
ing tendency further, until it permeates parts and particles. Let us step by step translate
this tendency from the small to the larger, advance towards the realisation of the whole,
retain creative leadership, never allow the creative reins to dropirom our hands.
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From structural characterto higher proportions
Higher proportions of changeable structural character R
Comparative movement . : :
Formingahigherarticulation,Iinear and planar ' ‘
Circulation as afinite temporal process

Relativity of articulate elements

The circulation of the blood as an example of figuration

Composite events with com posite means

4 December 1923

[1]1 Course of movementin simple, composite
structure, 7/52,

[2] Composlte course of movement as an example of
the next higher formatian.
From Klee's calendar, 1928/2g,

NS
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I
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! Having on recent occasions come to grips with the nature of structure, let us take the next
i step, to higher proportion. This does not mean that we have abandoned the realm of

structure, for we shall never skip this stage of the initial organisation of matter. Structure
1925/m §: Southern coast. . . . .
v Watercolour, 27 37, o is nota bridge thatis no longer neaded, once one has gained the farther shore. It is an act |
- ) ' Crossed out: ‘guidance, basls', replaced by of material-forming? that proves its effectlveness up to the highest regions of construc- ‘

i : ) Alternation of firm artlculation and broken ' formung,

structures, 'newly adapted tothe general character
Inthevarlous parts, accented more or [ass,
interrupted when the context demands It, only to be
resumed once again’.

tion.Itis akind of rhythm of the small parts, existing as such besidetheiarger articulations
and adapting its character anew.in the various parts, accented more or less, interrupted
whenthe context demands It, only to be resumed once again.
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1937/p 7: Walar route,
Charcoal and coloured paste. 25-0 x 48-5,
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River course: Let ys first take & very simple example from nature of a higher proportion
with changeable structural elements. Water from the hills gathers in rivulets that join and

flow on gently. The valley has itself taken on gentle form (stemming from the history of itg
P development, which must bo considered in all troatment of form). Ms gradient in turn
i

forms a slightly Wwavy water course moving at moderate speed,
These parameters of moderate fo rmand movement change abruptly and unexpectedly.

At the deep end of the upper and more moderate valley comes a sudden ravine, through
which the water hurtles in a steeply descending course.

1929/3 H 29 Fieeting appearances on the wafer,
Watercolour, 26 x 31,
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A small intermediate section forms a connecting link between the earlier calm phase and
the new one with its agitated movement to and fro in all directions. The waters now eat
more and more deeply into the rugged riverbed, undermining the banks, until whole sec-
tions collapse, increasing the difficulties and whipping up an aggressive fury.

The earlier gliding pressure that parted merely into ripples, now gives way to angry sweep
and momesntum.

This continues for quite a while, until the section gradually calms down along its course.
This second Intermediate section leads Into a third part, a second one of calmness,
which continues for a whileinto the horizontal extension of a hroad lake, where it more and
more evades perception.

1938/13: Flowing.
Impasto coloured paste on newspaper. 33 X48+5.

1934/N 9: Sinking flood,
Pencil. 48-5 x 622,
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Widest contrast span.
1-3ain major extent.
4 as minor intensity. 60/24,

(..

The water course
1 aggregation

2 quletcourse

3 unquietcourse
4 mouth

Examnles of formation[1]:

‘Curve of a development related to the concepts
1 major conirast, direct, or

2 indirect

3,3a minor contrast, i.e. the concepts

1-3a in major extent,

4 as minor Intensity.' 60/24,

‘Major contrasts juxtaposed provide vigotous -
aapression, Indirect major contrasts spread outand
soften the vigour of expreasion. Big leaps result from
higher energy than half-leaps. Minor contraats, even
when represented direct, also soften the vigour of

1934{N 7: Measured heights. ' expreasion. When indirectly represented, thay soften

Pencll, 48 X 63-5.

by enrichment and relaxatlon of tension.'

Water course [2]. By expanding the conceptual field, | create a higher whole that may be
perceived. | set new and farther limitsto representation, or I diminish what is represented
within the old limits. ['V/188. :
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T - : : : 1629/236: Moving rapids. Seen as awhole, what we have before us is a proportion of higher order, resulting from the
' ' Watercolour. 34 x36-7. mutual relation of three parts.
In the middle is that flercely agitated main part, the Schdienen [gorge].

W/é’//e‘ éf%‘f

Atthe outset, the gentle part, up in the Urseren valley.

They have a brief stretch in common, the short transition for the leap from I toll.

Atthe end comes the second calm stretch, the lower Reuss valley, while the shared region
of gradual calming mediates betwaeen [l and Ill.

Theinitial part | is preceded and introduced by & process of aggregation,

and atthe end, as a coda, comes the lake part, where movement ebbs away.?

1 Varlant of the passage, partially crossed out;
‘wo,and at the end, as a concluding coda, the lake
part, whate the end of movement takes place".
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1934{x 16: Rushing water, - Woell, how does such an articulation work? The parts and intermediate parts interlock

Watercolour and pen-and-ink. 20-6 x46-5. ' mutually and with the whole. They differ in the character of their structure and, according
to the way the emphasis is placed, in their extent. . |
| has a definite relation to Il, il to lll, and Il in turn to |,each in characteristic fashion. As '

. for character of structure, | and Il are more open, by virtue of more limited movement, |
while Il should be held at a rather denser level, because in it movement coincides with
countermovement.

Further comparisons that may be made:

twith il and 111 | with the whole
Il with Tandlll or Iwith land [1and Il
i with [and NI Hwithland ll and 1l

I with | and Il and 11|

Such comparison of movement constitutes the essence of proportional action. It is the
way such proportions function. At the same time, we should not allow ourselves to be
confused by the fact that an element of extension is not precisely commensurable with an
element of concentration. We are notface to face with mathematics here. Noris it a matter
of fathoming measurablilities or welghabllities. We are concerned with comparing the im-

! ' pressions made by the various parts, and itis precisely the difference hetween at [easttwo
parts on which a higher proportion hinges, You will often find, for sxample, that parallels
are nolonger parallels, when somethird elementintervenes and interferes (opticalillusion
as reality).
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1938{J4 8: Reefs in the channelt
Coloured paste on jute. 48 X 44-4,

1n Klee's late work, the elemental contrast between
'rigld guideline and capacity for movement' (the
normal and the departure from the normal) is
emphasised beyond ihe structural level to such a
degreethat|line Itself bacormnes individualised. The
confrast of ‘sfructure versus the Individual’ is largely
eliminated, dualify is freated as unlty.

Cf. Example of formation 80/24, p.75, and the contrast
between rigld guideline and capaclty for movement,
n.47; also 1920/UE 9: Movement In Jocks, p .48,

Actofferming (composition),
The given schemais by no
means obligatory,

A living representation

may be realised

in more than one way,

Let me give but a few hints

in this connection.

Linear

or planar

SN
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1032}v 14: Helix.
Black-and-white watercolour.

*The spiral as the purestform of movement
conceivable. The helix in spatial-transparent
representation and free progression. Polyphony as
multivoiced interpretailen of tonal values.

(Pf’vﬂ-}ﬂﬂ%&

Progression

;%“’W iyl &

fgdiw = G/ VT LEHT4T e
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Central movement: 24-2--8-84-8, etc.

Radial movement: 3+4-4-54+6+4748,¢etc.
From: Progressions within the normal internal
tension relatlon of the elementary forms (general
progressions}, 17/52-120,

‘Linear cir¢le-centre movement at regular (even)
Intervals’, combined with progressive radial
moavement (analogous to shifting or rolling curves,
combined with radial movement). 17/65.

1 Crossed out: '‘Making it raceptively possible.’

The challenge is to project something of rather long linear extension on to a modest area
limited on ali sides. A temporal art like music or poetry could meet this challenge with
any difficulty in the most natural way — precisely the way of temporal sequence.
Yetthereis an analogy in both these arts, notation on the printed
hoth such pages the eye brushes pastiine after line.
No one can keep us from insisting! that this tem poral reading of a kind of pictorial writing
be applied to our plane as well. Even if we wish to avold the leap of the.eye from the end of
onelinetothe beginning of the next, that may be managed quite well.

A spatial approach might make the
natural mode of representation take on
the form of a spiral movement from top
to hottom.
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Thereo is still another mode of representing water flow. In nature, after all, the water does |
not necessarily end In a lake. Neither in a lake nor in the sea, and the sprinés.izn the
mountalns too must be fed fram somewhere. Our eplc, in other words,. has neither
heginning nor end, B -

A

This can be remedied by inserting a connective. But to connect begihning and end of a !
finitetemporal process isto create a cycle. ’

The water comes from the sky in the form of rain and rises up to the sky in ti,1e"f6rm of
Cf. Volume 1, p.402, vapour. Thus | guide my curve upwards and complete the eirclein the clouds.,?

This tempts me into the
following two representations:

a Oblong as a sign ofrotation,
turn ofthe
horizontal-vertical symbol:

80 ' 91 §

1938{T 8: Comumand for oufflow {oulflow of water).
| Pastel on ungrounded jute. 34:5 x 51,




la

10298{0E 3: Atmospheric group.
Watarcolour and pen-and-ink. 30 % 22-5.

92

1. This symbol:

b Circleas sign of distinction betwesn
‘above the horizon’ and ‘below the
horizen' and as an expression of
gravitation, the plumbline
dimension [2].

2, Liquid down from the sky
gaseous up to the sky.

4. Ordinary circulation. 1V/188.
Gaseous and solid
[in continuous representation]

l-
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3. The water cycle. 1V/188.
‘Water descends from the sky as rain
and rises fo the sky as vapour, hence
1 guide the curve upwards and close
the circle in the clouds.’
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1529{0E 8: Aimospheric group In motion.
‘Watercolour and pen-and-Ink, 23 xX 31,

1 Pictorial mechanlcs or theory of style
unpublished.

Gaseous -
Liquid

You will later on often enough encounterthesethingsinthe field of style.?

When one ultimately chooses a rather lofty, remote vantage point, saying to oneself that
this is the way water moves, year In, year out, betwixt earth and atmosphere, one degrades
the higher articulation once again to the structural level. And when one moves to such a
distance that it appears microscopic, one then speaks of chemistry, of the magnetic or
spiritual, which are not properly known still to be matter.

Lastly, a word about the relativity of articulate elements. The greater the rise of the van-
tage point chosen, the higherand farther away Is the viewing eye, and the smaller must the
units ultimately appear, even though closer up they still looked quite important, investing
the articulations In point with a wholly individual aspect.

Not to be overlooked in all this is that in return new Individual divisions would emerge in
orderly fashion.
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1030/ C 4: Dead cafaract.
Watercolour on enamel-grounded canvas. 54 X 44,
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Let us say that we should ultimately view the earth as a round disc, divided into land and 'i}r
water as on a map. At a still greater distance, it would look like 2 spherical disc with a ‘
satellite. Intemporal terms, too, one would see the sphere rapidly rotating each day, while
the moonlet would circle it at a monthly rate. This would be a macroscopic effect: Local-
ised temporal structures, structural degradation, but also the creation of new individuals,
as in the structural crop of the stars, the special aspects of the Milky Way and of the
constellations. '

Conversely, microscopy leads us into areas where elements hitherto perceived as struc- |
tures would galn athoroughly individual aspect, and an atomic-structural rhythm might be
discovered from the'ultimate molecular traces that were still perceptible.

‘Rhythmic sequence of the seasons
spring, summer, autumn and winter.' 1V[22a,
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1934/p 8: The two shores,
Pencll. 30:8 x 48:6, )

o8

1 Additlen atthe botiom of tha paga: 'Perhaps the
propartions of the human hedy and then a scheme
for dividual-indlvidual.’ The following is crossed out:
‘Human articulation.’ Cf. pp.169-175.

Creation is thus in both directions an infinite, complex, intricate construction. In the |
course of time, wide areas have opened up on both sides to man’s grasp and perception;
but man has been unahle to transcend certain limits and will never be able to do so. Itis a
good thing that in the course of time it has. been possible to achieve at least a certain
elasticity of these limits.

The relativity of things characterised by articulation has thus been acknowledged, and
this protects us against the danger of lifelessness in our approach. In the creative pro- ')
cess, however, this relativity should be eliminated by setting firm limits to the scope for
movement.!

Full moon phase, twelve times a year, Rhythm based enthe premise of a very f
monthly rhythm. [V/22a, long period oftime, possibly
eternity. 1V/40,
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Woe carry a circulatory system of similar nature within us, without being aware of it. This
is the circulation of the blood. Here we are able to view directly a circulation model from
nature within its local limits. '

The movement of this substance (liquid) does not depend on differences in altitude and
phase, but on a central motor, the myocardium, built into us, This motor dictates the
movement of the fluid channelled in tubes and tubelets (veins). It does so by means of a
rhythmically repeated movement of contraction and relaxation, of tension and relief,
which it controlsin its alternating repulsive and attractive cycles.

| | %w‘aﬁ?&;ﬁ{e bhatyse ol

1920/91: Genle serving a small broeakfast,

(Angel fulfiliing a wish.) 'Physiological enalysis of tha circulation of the
Lithograph with watercolour, 19-8 X 14-6. Blood. Purely fluid. IV/41.
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atnlGAY | . . , R . This motor, in other words, is an action centre, the epitome of moving: activity. It mgves,
D) oo IHites Bespd e M/M - |

while the blood, by contrast, is moved, remaining passive in terms of movement “This

contrast givesrise to relations of articulation that are novelin kind.
z!mm Natusstudion Mm%w Aosmlee. ok wok Me«é{f |
Wﬂgcﬂwm willini 5% tuf dos Qb it des
mw
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47 t v Fnssthen Ju Strmn 3eif (v | ' | SR
55[— 5‘0@ m Blood is propelled in such a way as to pervade the entire organism, to flow through the I
Ve anmiltcnrliho. Bowegimgen dbt i Il cloo Huahine - | |

whole body, ;
1 déd %&2 Pl (1 /32 ;{’WJ/, 6{% y @ ﬂM .(uépo/«wn;// W %MJV: To this end, more and more side streams branch off, until we can perceive a complete i.
%{A ?/{ ) network of such branchings, providing thorough perfusion. In the very finest branchings, i
movement proceeds of its own accord, as alwaysin capillary tubes,

T ,&w% LL (M’EJ
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I Igm#&z(}pﬂﬂwwder {astiv)
| T dus Bt wid viwosens w Bewe z%ggggfw

4 A state is attained in which movement is. mediated. in addition, blood deteriorates by =

]w{e; L[ Manuscript page from : 'Towards a theory of form surrendering its useiul components. ‘ :‘

ik ' (jw d% j’% dﬁ #@fﬁémt’k’( vow Wi 51(77 production.’ Appropriately related choice, form In other words, blood of good quality is propelled and after losmg that quality is collected i
: I %ﬂkf@“f W}lﬁ/ CPM:’U) _ and emphasls of orgzns. A circulatory system, and returned to the heart, : '

Cf. Volume 1, pp.354-355, |
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1921/30: Queen of hearts,
Lithcgragh. 25:5 x17-5.

Good

Bad!

1in mirror writing.

.,

This is always dane on command of this mator centre.

oy

No parf of the volume has been lost, only the good quality,
in place of one simple cycle, this requires a further circulatory system.,

And now the bad bload is propelled into a new directlan, to reach ancther place and
activity, It reaches the lungs, where it is purified and where another intermediate stage is
attained, in the sense of differential movement.

ﬁ/“/

Ultimately it is collected for a second time, so that the heart Is able to bring it back effec-
tively.
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1826/qu B: Waler park.
Watercolour, 26-5 X 87,
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‘\pproach
fssence

;ﬁemblance.
. epresentation according to essence

Jind semblance?

Eheck-lIst of items bearing on ‘nature study’ and

§nstructive approaches to composition, compiled

dm he body of the theoretical and Instructional

épers. See alsothe sections: ‘Objects in hature

Yestlgated in régard fa their inner being’, Volume 1,
9, 'Weye of Nature Study', Volume 1, p.63

fcerpts, p.135 of this volume), ‘Exact experiments

the realm of arf', Volume 1, p.6g.

1

Ways of nature study; constructive approachesto compoesition

Energies of form-creating nature

Objects in nature investigated in regard to theirinner being
Natural growth and progressive layer sequence
Siratification applied genetically

Temporally growing

Centrally irradiated growth

One- and two-dimensional square movement

Synthesis of cross-sectional and longitudinal plant growth
Dimension and weight and their movement

Approach, essence, semblance

Synthesis of figuration and appearance

From a single source (seed) paths spread out, with a display of influences (from withinar
without). 8/10. _ ’ .
Essential flower data (the process of blooming). Approach to an open cross-section ofa
flower, 45/76,

The means as such, arranged in a state of rest, Even here an interlor.,

Objects in nature investlgated in regard to their inner being (the concept of ab ovo). 8/4.
Natural growth.17/118.

Natural growth and progressive layer sequence, 171117,

Stratification applied genstically. Temporal sequence, 16/148.

Temporally growing. (Leads) 21/23,

Centrally Irradiated growth. 39/1,

Emergent growth, productive line growth, one- and two-dimenslonal.

Multidimensional movement on a square base or differential movement as ‘distance and
angular' movement.

Longitudinal or male movement, cross-sectional or female movement. 39/116.

Synthesis of cross-sectional and longitudinal plant growth. 39/50a, 39/51.
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oand two- -dimensional square movement on a pictoriat base. 39/115.

favement: two- dlmensmnal and double-directed pregressions. Extension and contrac-
'tion 17/10da.

Measureand weight and their movement:

Expansion-imponsion, rarefaction-condensation. 42/2.

Movement ofthe square from normal to abnormal. 17/48.

Mo’no_n sequence (genetic) from within to without. Séries of squares represented
spatially. 17/69. '

Augmentation modes: shiff, rotation, reflection. An example of complementary reversal.

60/71.

Approach essence, semblance.
Essence contrasted with semblance.
Dynamlcforcgs. Concepts: dynamic form-limiting form.

' ,ter;or—exterlor. 8/7.

on by essence and by appearance.
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Drawing from the Theoty of form and
figuration. 8/61a.

1926/B GH Forest clearing.
Watercolour, 36-7 x 512,
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1034{T 15: Landscape with accents.
Walercolour and coloured pasie on paper. 31 X 48:1,

By way of extension, ¢f.
I. Active organ: stamens and pollen.
Il. Middle organ: the insects as intermediaries.
lll. Passive organ:the fertilised seads.
Volume 1, p.352.

The flguraticen example 8110 is taken from a draft for
the Welmar preliminary course {winter 1624/25),
Cf. note in appendix.
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Seed. From a single source (a seed) paths spread out, with a dispiay of influences (from
within and without) |-V,

The peint stirs into motion and an essential structure grbws, resting on-ﬁgufaﬂon. ‘
The endis but part of the essence (the semblance). The trus essential figure is a synthe-
sis of flguration and semblance. 8/10. :

Preltminary course, Weimar, winter 1924/25.

117




| Transparency-opaqueness.
Transparent media,
e.g. green and blue.
To the fore, bright intensive red.
i Formation example 60/13.

Essential fiower data (the process of blooming).
Approachto an open cross-section of a flower,

Itself a living cross-section, a blossom opens up natural insight into the crpss-sectidhal
| plane. The special solemnity of the generative process (release of pogitive—negative
tension, synthesis of dual components) finds spectal expression in coiour spe'ciﬁ'city..
45/78. -

1929/H 10: Before the snow. - &
Watercolour: ’

‘How to achleve representation, e.g. emphasis on the
| processes [eading fo form. Representation by
i essence, e.g. permeatlon (contrast: by appearance).
i Orrepresentation of the objective~-spatial aspect.—
True essential figure is asynthesis of flguration and
: —
semblance.’ ;
An organism Is examined with regard to its innar %u\ (A/()a bWW GZF[
being, its dynamic character being emphasised. : y
Interlor and extarior interpenetrate and are seen In
. cross-gection {core layers, Intetlor-exterior).
," Destructive forces push from the outside In. The
inner belng Istransparent and accented In colour
1929/H 191 Bafore the snow. : ('progressive in reference to life, regresslve in

Watercolour. 33:5 X 38, refarence to death').
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1 The means as such, arranged in a state of rest. Even here an interior.

2 Objectsin nature investigated in regard to theirinner being (the concept of ab ovo).

3 The basic concept of growth, tension or charge. -

3a How form comes into being, ways fo form, even to basic forms. Then to eombinations
of the basic forms (together) against one another. Special case: The basic forms in a
state of rest, arranged by their inner being (together or within one ancther).

4 Relation of form to space (ground area). Core, interior space, objactive shell, exterior
space.
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1927/0e 5: Flower and fruit,
Pen-and-ink. 356 x 30-3,

Cf. cress-sectional and longitudinal plant growth,
£.135.
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Natural growth.
17/118,




5 Drganisation of the whole picture (pictorial whole), elements of articulation and their
evaluafion, )
Planes: '
. Rhythmic - suprarhythmic
Dividual -individual.
6 Howto achieve representation:
E.g. emphasis on the processes leading to form, Representation by essence, e.g. per-
meation (confrast: by semblance).
_Orrepresentation of the cbjective-spatial aspect.
7 - Construction [n detall and as a whole as composition, i.e, the relations of the pictorial
components to one another and tothe whole (ground plane). '
8 Questions of style, whether the representation Is by essence or semblance. In turn, Im-
pressive nuances within the preferential and essential,
9 Composifionalinnerand inmost being:
a) Static compulsion . ) -
b} Liberationtherefrom
¢) Dynamic-cosmic compulsion.

Gffered as aretrospect in March 1827, 8/4 and 8/4a.
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1827/UE 1: Temperamen(s (blosscms apd fruit),
India ink. 30-3 k453,

Natural growth and progressive
layer sequence.
{Appendixto Progressions.) 17/117.

The first figuration example {left) rather indicates
longitudinal growth, the second (right) ctoss-

seclional layer sequence. Cf. Volume 1, pp.23 and
354,

Ak kb
WY ruguelive Kage
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1920/ 3 H17: Vegefational-curious.,

Watercolour, 33 x 256,

Stratification applied geneticallyt
Circles grow more and more in breadth
arcund points 1234, in the temporal
sequence

ia 2a 3a da

1b 2b 3b 4b

1¢ 2¢ etc.

Where one [s already in the way,

the other must respectit.

Two relations are crucial:

a Thesequence of points

b Theirnearness ordistance.
16/148.

Stratiflcation applied genetically:

Circles 1a, 2a, 3a, 4a, etc,, grow femporally separate
in Interlocking arrangement.

The temporal course indicates the sequence of the
growth process.

Thetemporally separate processes are
comprehended in a simuitaneous mulfidimenslonal
figuration example {multidimenslonal contacts).
Cf. p.127 'Temporally grawing (leads). In this
further example tha temporal sequence is graphically
emphasised more sirongly, in contrast to the end
tesult in genetic atratification.

ll.e, arranged by origin and growth.
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[1] Form structure (two equal elementary torms).

‘ [2] Form structure from unequal elementary forms.

} Three circles with equalised parts relinguished. 77122,
i [3] Mutual effect of two forms oflike kind.

|

Two formal elements of like kind, with mutual cession of territory. 7/45. )

Peaceful adjustment or unequal surrender of elementary territory. 7/54.

156

1932/x 2: A scrap of community.,
Watercolour on plaster-grounded burlap, 18 X 36,

1933/H 9: Child Ph.
Pastel on white-grounded paper, 21 x 33,

Possibilities: ] -
‘Several unequal forms, interpenetrating. Representation constructive or impressive. Onéer
above the other or side by side. Organism organically interlinked from main forms or
boedily-spatially permeated.’

157




1933/ 20: Hot place.
Pastel. 23 x 31:5.

158

Actlve—passive: Cause, effect and medlation.
Poss|bility of simultaneous figuration of several
mutual relations and their equilibrium.

[31'In the commeon territory, the two contracting
partles enjoy equal rights.! 7/54,

159

A

medel gitt-ocky,
dunde Totiv guntt

[1] Medial fleetingly attracts active, is savad by passive,
[2] Medial continually attracts active. 45/87a.
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1820/89: Man-fish-man-ealer
Drawing.

Further:
Food intake

provides body articulation-
by the dividing point of the
stomach, yielding a
division into upper and
lower body.

Abdomen

Further:

Utilisation of food intake;
blood channels,

The lesser circulation
leads to the concept of
chest.

m

(1)

(and outgo) ; ;
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i 1900/ A 8: What atls him ? I, _ The wakeful and vigilant function of the
i ! Stamp drawing, 55:7 x 341, head leads to the body's upright stature.
j ' Concept: body musculature in concert
: with body bones, first of all the spine,
¥
I
3
P
v
H
L
H
.
¥
|
i then basketand basin-shaped
HE
i,‘ : structures, reinforced chest,
}‘ : * Crossed out: ‘and buttocks®, strengthened seat.*
|
|
i
: i
H |
i |
i
' |
‘ 1
|
!
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1626/U 8: Young forest panel, . 1938/N &: Calerpiifar flsh.

Qil on plaster-grounded musiin on cardboard on Watsrcolour on jute. 13 x 44.

wood, 38 X 25°5.

this afternoon. ' f |
Let us briefly summarise again: . . (é) ) _ o
| D berolon Cﬁ%]& oy %&ﬁa | i

Thetwo elements of articulation i .
~ere nd

combined

Here are seme basic possibilities for -r[r'{ T / LA

Formation of a higher intermediate : : R
articulation by the interlocking Qs a PP
of certain main elements 1“'9“/';26# 7'7&97"1/*_%%' L :

» =intermediate elements 3 = %Wv;fm Banaia 1 vﬂl NEPTN Ao .r‘.;;l.'j"'_: S

individual element |

individual element 1 m
individual element 111 : ‘7»&%%‘6}I

Changein structural character
. coinciding
with higher articulation

104 . 195 . ; |
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1038/R 13: ‘Above and below’,

1927/2: Flag-decked cily.
Zulu crayan, 27 % 21-5.

Watercolour, 218 % 29-6.

Formation of intermediate Formation of intermediate '
elements by sidling overlaps XXX‘ - #J-#H
hd il X ] 13 ' v ¥ L]

elements by structural overlaps
orinterpenetrations, from ene main areainto another. ’}()(




1628/F 10: Old town and bridge.

1925/d 7: Wood's near M.
Tempera on sacking. 11-5 x42-5,

! Pen-and-ink.

1928/F 10: O/d fown and bridge. Two-dimensionally
formed structural rhythms with tonalify emphasis
(and colaur). Lines as limiting forme.

CF. Dividual-individual synthesis, pp.200-205, as well
aa the contral opposition of dividual-individual.
Voaluma 1, pp.237-246,

Woods nearM. A purely llnear example. The two
lowest line [Imits constitute an applied example of an
Intermittent structure, )

When the visibility of the structural rhythm is very different, one may speak of an inter- '
mittent structure. } o ;

| - M/% 't . \___&_am
| W wedstader  Shruclin =t
Figuration examples for linear and Canstruct with alternating struct P
‘ ) planar structural rhythms. a::ra:;lli%f\:ltruzt:r;na me e M thﬂo&?’w r M :—::
‘ : : | from left to right ﬂfwm M '._':i____,,
! | =
i I l Bt "":_:-
: I d \...é:__....
| | [ <
[T '

I 198 ' 199
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1920)v 1: Castle of a chivalric order,
Pen-and-ink. 28'6 ¥ 24-4,

Dividual-ndividual synthesis [n lInear and
riiythmical arrangement, comblned with an
alternation of density and rarefaction.

Scheme 9/23, 'dividual-individual’, and its synthesis
are repeated in words and exemplified in formal
example 829 (p.203).

9/23 suggests the graphic and algebraic posslhilities
while 8/29 designates the scope of representatio

" with pictorial means. :

The simplest linear or two-dimensional approach
{bottom of p.203} applies analogously to 9/23.

For the two-dimenslonat approach, cf, 1929fv 1:
Castle of achlvalric order,

dividual

Chor ok

both

Aedepy

individual

o F @iote A

@t f) Tl +af)

s

div-
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&
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a+4+c

acfal flenen Gpision Y
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G
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ortonality b/\}l’/'l,

201

Lellhuid
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means

tonality

colour




Figuration examples:

1 Unaccented lines ~accented lines:
Formal examples 20/59a, p.211.

Formal example 1V}162, p.209,

1925/n 6: Sefflement in the waed's, p.218.
1925/44: Rocky lookout, p.210

1929/n 4; Young frees on cleared ground, p.202.

2 Lines—tonality:

Theoretically anly approximate in black-and-whlite
reproduction. L

1924/128: Structural i, p.236. ] o

1928/U 8: Young forest panel, 1.194,

1027{2: Flag-decked cily, p.198.

1927/x 3: Cdte de Pravence 5, p,208.

1927/F 10: O/d lown and bridge, p.199.

1929/2: Architecture In the east, p.308..

1929/n 4: Young frees on cleared ground,
Indla ink and pen-and-ink, 23'8 x 314,

3 Lines-tonality~colour:

1915/245: Overgrown houses, p.212,

1023/159: Group linked by slars, p.i88.

1620/ m 10: Monument at the edge of the frult land,
p.2g4, ’

1937/q 16: Incipient cold, p.204,

|

pividual-individual synthesis

Exercises. 8/29. Ll

Basic scales, tonality—or colour complementarity’
A rhythmic-linear example
A dividual example

Anindividua! example } combination of both

L Nt lgabe
TS TSP BV (W AP

s 2l

?‘k }“Ve

Means of representation

L The lower part of 8/29 has no direct connectlon with
the required exercisea concerned with dividual and
Indlvidual synthesis. [t relates to the main sections
ofthe Theory ot form and figuration,

dividual individual Simplest synthesis
Either: unaccented line accented line[1] ane~dimensional )
or: line tonality [2] ortwo-dimensional approach
line colour[3] :
or: tonality colour[3]

Elementary forms and their inner being (norms) threads, nodes?
Elementary forms in format (normal)

Combined forms informat

composite form (the species),

one element shifted over another

203
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1037/q 16: Incipient cald.
Oll. 73 % 53,

Dividual-individue! synthesis in a flgusation example,
with line and tonallty, line and colour, fonality and
colour as the means of representation. There 1s at
the same time a synthesls of intraspatlal and
extraspatlal representation,

o
|
!

Linear excerpt of horizontals and verticals
{omitting the diagenals) from 1937 q16: Incipient cofd.,
Cf. scheme 9/23, p,201,

P,

205
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1627/231: Céle de Provence 3.
Watercolour. 31 X 23,

Cf.1927ix 5: Cdle de Praovence 7. p.207, also
1927(x 3: Cdie de Provence 5, p.208.

In the summer of 1627 Klee was on the lie de
Porgueroiles and In Corsica,

1927{x §: Cdie de Provence 7.
Watercolour. 13 X305,

207




I : I

1927(x 8: Cdte de Provence 5. An unaccented rhythmical base as the structural Dividual-individual
Watercolour. . norm, higher articulation in ftee cholce linked by rhythmical ;
individually accented and rhythmicised. . . |
individually Y articulation. 1V/192. . l

ot ,Mim’;/
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Schematic representation of the seed shown atthe
cenire of the Landscape with crows, with leaf,
panicle and roots.

19261V 2: Landscape with crows.
Oll and watercolour on muslin, 43-5 X 44,

When we began - ene must make a start somewhere, everi though there is no real 5téﬁtihfg~

point - we proceeded from a stage that may be compared with a germinating seed. Initially
we dealt with linear structures that branched and did so within a given plan'e. Leaf stems
and veins on the one hand, leaf surfaces on the other. We compared the gt;c')wt-h and
branching of our line with the growth of plant organisms, and in the case of the apple we
passed on from linear structure to the sphere of space. A more intimate consideration of
these processes led us to trace the mystery of creativity, the influence of which we folt
oven in the development of a line. We sought to approach this mystery by enquiring
whence it originated and tracing it back to its sources. We were not bold enough to think
that we could actually uncover the secret mainsprings of creativity, but we did wish to'get
as close to them as possible.

-

o

o

o
/
s

We wound up with the irritated point in nature, which weinvoked in the course of our con-
sideration —the seed Itself, With this seeming start, we reached the limits of our action.
The irritated polnt, our stylus poised to embark on a'line - here is minimal action. With
anything lessthan that we can scarcely speak of action at all. )

But emotionally and intellectually, this point did not as yet constitute the end of out search
for sources. The term ‘irritated’ already sets the scene for an ‘active' start. It provides the
background for the initial act, ties it to what has gone before, deflnes its links to the past.
The instinctive realisation that we can continue beyond the start finds confirmatlon in the
concept of infinity, which reaches from the beginning to the end, and is not limited fo the
beginning alone, and which leads to the concept of circulation. In a circulatory process,
movement is of the very essence, and the question of a start thus becomes irrelevant.
Swept up into such normal movement, we find it easy to develop a creative disposition.
We are ourselves moved, hence find it easler to Impart movement. S
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[+] Dynamic forces of varying density with
alternatlag structure.

{21 Dynamic forcesin one direction. Line as limifing
form.

[3] Productive line growth. Widening, progressive
enrichment,

[41 Influence phenomena ofaline. Trend towards
spatlal spreading. Diminishing density away from
the limlting line or augmentation towarde the
border zone.

{51 Chenging border contrast, with accents in Inner
and outer space. Fluctuating limits.

©On the question: ‘How to achleve representation,
e.0. emphasis on the processes leading to form.
Representation by essence, e.g. permeation (as
contrast: by semblance}. Or representation of the
objective-spatial aspect.’

The examples of figuration [1-5] analytically suggest
the basic scape. According to the 'physical-spatial
tension processas' the limlis and the application of
graduated emphasis are relative and merpe, one

into the other.

Cf. Graduated accentuation of the line, Volume 1,
p.27.

Corporec—spatial tension, Volume 1, pp.28-31.
Boundaries of different value for Inside and outside,
Volume 1, pp.36-37.

Endotopic—exotopic, Volume 1, p.51.

Energies of form-creating nature. Natural growth.
Volume 1, Noie, p.94.

A theme treated in different ways, Volume 1,
pp.129-131.

Basic relations in positive—negative plane formation
{and treatment of relief), Volume 1, pp.438-439.

1929)z B: Growth on stone,
Watarcolour on a plastet plate. 32 x 30-5,
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The preliminary stirrings within us, our craftsman’s propensity directed towards the ac-
\tua! work and our transmission of this involvement to others, its behclders -these arét-h'e
»main components of the creative totalf‘:y— pre-creation, creation and post-creation,

The inner impulse is the urge that leads to production. As in nature; so with us. Nature is
| creative, and we are creative. Nature is creative down to the minutest scale and since the
briefest scrutiny suffices to discern that, we too have begun on a small scale, emulating
nature, it has been easy, under nature’s guidance, to recognise our own creativity.

1935/qu 11: Projecling rock. -
Pen and watercolour plgment on paper. 18 x28. Ml

Allowing a primitive and concise output to unfold in this fashicn, we took the epportunity
to have a closer look at two things: on the one hand the phenomenon of form-giving, In its
context with the basic urge, in the sense of a way of life developing from a mysterious
i motlvation towards purposive action.

1929/3 H16: Odd thealre.
Watercolour and pen-and-Ink, 318 x 266,
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Winged.

ink

1931/M 12
Pan

Knight with efephant.
Pen-and-ink and watercolour, sprayed. 21 x31.

1926/P 2

. 19-5 293,

-and-
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1924[114: Cernival In the mountalns,
Watercolour, 26-3 x 33,

1927{Qe¢ 6: Context and fruit.
Panand India ink, 30:3 x 454,

This phenomenon was discernible even in ourinitial practical work, when form (structure)
began to take care of itself on the smallest scale.

The relation of form and form-giving, recognised and learned on that scale, retained its
fundamental importance even during the later stages, precisely because it is a basic
principle.

1 should like to [ay down this signiflcance In a single sentence: The way to form, to be

-, dictated by some inner or outer necessity, is more important than the goal itself, the end o

the road.
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Harmonised progression -

of a movement dimension ]//MM%‘M‘W‘E W taezs O biver i
(horizontal line marching in the : (M‘gh‘&b& Phie 4 denRadh
above-below direction). vy, awmtiditngn)

il - Harmonised progression

N ’ of two dimensions :‘l{ wesitiols uspusin

W,Mm e
(horizontal and vertical lines @wu bt yorhicatidin
marching in the above-below and n.‘.!}f“ - WMH l
left-right directions). 17/61a. Y Frais- nedii mmLMS‘)

1928/B 5: Second-degree prickly current.
Pen and Indla Ink, 45:4 x 0,
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1925/K 5 Shin i & in port.
Olland watercolour on chalk-grounded cardbeard.
2334,
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192%/unnumbered: Composition,
Etching. 15 x21-8 {full plate size).
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1928]Y 7: March flora.
Oil on canvas, 26-5x 215,

1925/U four: Dalmonia.
Pen-and-ink. 25 % 25,

The approach is what counts, determining the character of the work. That character can b‘:e
determined only once. Form is set by the process of giving form, which is more important
than form itself.

Form must on no account ever be considered as something to be got over with, as a result,
as an end, but rather as genesis, growth, essence. Form as semblance is an evil and
dangerous spectre, What is good is form as movement, as action, as active form. Whatis
bad is form as immobillty, as an end, as something that has been tolerated and got rid of.
What is good s form-giving. What {s bad is form. Form is the end, death. Form-giving is
movement, action. Form-giving is life. : ' e
These sentences constitute the gist of the elementary theory of creativity. We have now
got to the heart of it, Its significance is absolutely basic; and | don't think 1 can repeat the
sentences above often enough.

This was one element that obtruded when we allowed a primitive, concise work to unfold
gradually. But then, in the course of it, something else grew manifest to us. In extending
the intermediate creative process to a wider and longer path, we realised the need for not
keeping this road too monotonous. The approach, as the work's essential dimension,
must not tire us. It must be refined, develop Interesting offshoots, rise, fall, dodge, be-
come more orless clearly marked, grow wider or narrower, easier or harder,
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1922/113: Deskiny at the turn of the year.
Gouache and watercolour,

1934}U 11: De-animalion. :
Varnlshed watercolour on cardboard. 31 X 50.

The varlous sectlons of this road had to underge a certain measure of organisation; and
although extensive, this organisation had to be held to manageable proportions, The ro-
iation of the various parts had to be obvious. _

This identification of the work with the approach to it organised itself en roufe, so to
speak, moving from a single pace at the outset to several farther along. The various sec-
tions traversed had to fall into place properly.

(/ This integration and interrelation of the whole with natural articulation of its parts con-

S\ stitutes the very heart of the elementary theory of proportion.
-
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1920/P 9: Little ensign af the foof of the mountain.

Pencil. 21 X33,

1828/f 3: The balloon.
Qilon cardboard. 325 %33,

Differences in the character of the work result in different types of integratien. Qur
plodding way has led us through two of these areas, the élementary theory of creatwnty
and the elementary theory of proportion.

Next, of course, we shall put you to the practical test You will be expected to demonstrate
in modest tasks, what you have learned and how far you have come, Since we cannot
really tell whether you have been listening, we shall ask you to progress to autonomous
work. Not that we want to turn you primarily into draughtsmen and painters! But we shall
have to do a bit of drawing and painting together, since these activities necessarily put us
in touch with essential ways in which things hang togethor.

That is the reason that | shall have to introduce you to the various pictorial means on the
nextfew occasions; and naturally } shall be giving preference to the means of line, tonality

and colour, since | feel more at home with them than with the more immediate three- :

dimensionality of sculpture. |
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1924164 Fairground music.
Pen-and-ink, crayon, pencil and watercolour.
26-5 » 30+5.

274

Example of free flguration
from the Theery of form and flguration. 7{136.
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1930/213: The devil, Juggling.
Oil and watercolpur on canvas on paper.
B9 »% 50,

1839/BC 8: Towork!
Pencil, 20-5 x21.
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1924{112: Stiff iife with props.

Oilon muslin an cardboard, 38'5 X 46-9,

1927/ T 8: Porquerolles (fooking south).
Black chalk on yellowlsh notepaper, 21 x33.

e <

e g G

et b,
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1925]Y zero: Village in red and biue.

Whatercolour on chalk-grounded paper, 41-8 X384,

1 The final paragreph, in parentheses, |s crossed
outin the manuscript,

In all the distinctions | am making, e.g. line, tonality and colour, and in all the’sequ:eﬁt‘:es
and Juxtapos'.ltlons of ‘the whole’, please bear In mind that these aro no more than miake-
shifts, albeit necessary ones. The theory of creativity, the thoory of proportlon the theory
of pictorial means and later on the theory of style ~ all these really have no independent
existence. They become integrated into a single whole, .
You have only to envisage something that is spatial to grasp the problems that neces-
sarily stand In the way of an analytical approach But how else [s one t6 achleve orlenta-
tion'in space? | do not know!

All these distinctions, even the most banal ones, make sense if we bear in mind that they
describe only partial values and if we do not lose sight of the whole. You can hear paople
say that they divide mankind into the good and the bad, the large and the small, the thin
and the fat, Catholics and Protestants. When such distinctions are taken to be exhaustive,
they are merely stupid. If on the other hand we remember that any such pair of statements
is only part of the truth, in an analytical sense, they do make some sense. Each such pair-
good-bad, thin-fat, etc. — then applies only to its own premise, and taken together these
various planes add up to a spatial whole. , -

In such a context we begin to see that a person may be indlvidually described as possess—
ing a certain measure of height, girth, virtue, etc., but that only their sum total will make
up the whole man. If a man be thin, this does not necessarily exclude his also beéing moral.
People have too many dimensions notto he able to be differentthings at the samet[me.
So far as our own sphere is concerned, | may, without being mlsunderstood make expert
distinctions between tall and short on their own, light and heavy on their own, blue and
red on their own, static and dynamic on their own, etc.

The real reason is that | am debarred from doing what | would rather do, dlSCUSS the
whole at one stroke — this whole that embraces a very [arge number of these things, each
inits place. Hence ! have to settle for the analytical approach.

What [ have said applies even to the simple distinction of the three pictorial means, |'-i‘rrlé,
tonality and colour, forany patch of colour will have these qualities: ’

1. A certain hue,
2, A certain degree of brightness,
3. A certainlinear confour.

All three of these qualities are apparent at a glance, so to speak. Any colour patch, in
other words, is already essentially threefold.

(Imagine the confusion attending any work that has grown far beyond multiple figuration
[content!]. Hence orientation! Hence analysis )t
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1934/L 7: Something turbid.
Oil on canvas, 17 X 42,

1#40funnumbared: Head-in-the-air,
Tempera on jute, 13 X B&.

22

Sowing
Scattering
Spraying

Bricklaying
Fitting
Chain

Cause to oscillate
Bring forth musical sound
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Things that are sown, scattered, sprayed, dusted, star-spangled, etc.

Later on you will be expected to try your hand at practical wark in this field. Yet while we
should be sensitive to the infinite scope of variation, we must not forget that for the time
being we are confronted with a relatively undeveloped sense of proportion and that even
as we exercise our ingenuity, we should vary but one element at a time. In doing so, we
identify with our material, impart a rhythm to it, make it rise to the first stage above its
imperceptible structure (consistency) — and not very much more.

In this process always keep your eye on the higher proportions of individual structure,
by way of contrast, for it [s from them that form-determination issues.

They govern, while structure ttself merely lends support, as a pliéble material aspect. The
governing proportions characterise the ultimate form, the structures make possible their
realisation, Only form-determination and form-realisation together yield the higher
configuration.
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1035/3: Grid dance.
Watarcolour. 22 31,

Formal analysia of 1835/3: Grid dance.

[1]Layers as dividual articulation (basic static
pattern, norm).

[2]'Add the proportion of man as the controlling
proportion.’ This individual articulation is purely
lingar.

[3,4] Movement and countermovement combined
(twofold main movement), Dividual artlculation.

[5] Individual proportion and rhythmic structural
glements cambined. The twofald main movement aof
the rhythmic articulation [3, 41 underlines the
character of the movement ofthe individual
proportien. ‘In other cases movement becomes
unequivocal In the presence of a basic pattern that is
senaually autheritative and flxed in place. Movement
grows {or is measurable) in relation to the other
fixed dimension.’ The sensual scale and standard
for the movement process consists of the flayers’
the baslc static pattern[1].

1 2 3

As for the nature of the governing proportions, [ cannot really force such living, breathing
things into you. [ can only tell you what they are like. 1 can tell you that the human propor-
tion constitutes such a governing proportion, as we established in the evening life class.
As human beings, we have it within ourselves and about ourselves. Thatwe have it within
us fits us particularly for creative work.

Let those of you who insist on precise characterisation envisage the two contrasts ex-
pressed in numbers, approximately as follows:

The structure of ane is to one as oneis to one.
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Construction of the gelden section. 1V/117, ; _ ,
i 1 The example relates to the proportion of the L K

‘golden section'. Divislon of a line into fwo partsin
such a way thatthe smaller part has the same
relation to the large part as the larger part has to the

.
whole line. 8/ \ I “5 — I & | Z ]
i
CF. Construction ofthe golden section: Basic
progreasion and golden section. ‘
Galden section: Absolute symmetry and relative i :
symmatry, /\J\'/_\ !

Golden section: The circles, pp.295-297. " 4 . ¢ ‘ " g i
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19241531 Snail,
Watercolour and pen-and-ink on cardboard,
19-7x 286,

1924{153: Snail,
Simulianeously hy essence and semblance in three-
dimensional-interpenetration,

C{i'Ways of nature study’ {1923}, Volume 1, p.63.
‘The object grows beyond Its appearance through
our knowledge of its inner belng, through the
knowledge that the thing is more than Its outward
aspect suggests, Man dissects thething and
vlsualises Ite Inside with the help of plane sections;
the character of the objectia bullt up according to
the number and kind of sections thatare needed.
This Is visihle penetration, to some extentthat ofa
simple knife, o some extent helped by finer
instruments which make the materlal structure or
material function clear to us.'

288

On the subject of the snall, Klee made this note:
‘From the need for shelter, combined with growth,
to the house. Analogous to the apple; from flower to
fruit shell. Essence of apple, of snail shell, of man's
habitation.' /11,

Snail, goal.

Klee's natural history collection included seaand
snall shells, some of which he had brought back from
his trips to the Balt'c and the Medlterranean, [n the
twentles he fllled a portfolio with pictures and
photographs of curlous forms and shapes ofthe
kind often published as ‘wonders of nature’. A major
part of this collection consisted of plctures, cross
sectlons and x rays of molluscs,

The picture at the right, for example, shows a cross-
section through the shell of a chambered nautilus,
the only living representative of an archaic genus of
aquids.

Cf p.24 of the introduction to Yolume 1.

1Cuts: Here meant to describe Interlor sectlons, or

‘places where the outer shell layers had been ground

away to show the structure. Applied especially to
precious and seml-pre¢lous stones, polished to
revaal the interior siructure,

Structure and individual contrasted
Resonance-relation to the original force

Tuesday, 20 November 1923

Structural inventions by students, as theoretical exaercises,
Afternoon: Snail shells after nature, with the use of cuts! as guides to the interior.
Thea snail: Fram the need for shelter, combined with growth, to the house.
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1833/Y: King of the sea spails.
Watercolour and oll on muslin on wood. 28 x43.

Irregular spiral, composed of
normal circumferential segments of
abruptly changing radius.

The radius changes as follows:1

! Note in appendix.

Radial movement {progression),
perrotation1 2 4 8 16 32 64

[rregular spiral, composed of
normal circumferential segments of
17/87a. abruptly changing radius. 17/85

Radius 6 measures 6 units
Radius 5 measures 5/s of radius 6, i.e. 5 units

Radius 4 measures % ofradiuss = %—4 =
Radius 3 measures /s = /s of radius 4 = 5x2 o
3Ix2
Radius 2 measures #/s =1/s of radius 3 = _Bx2
Ix2x3
5x 2
Radius 1 measures !fg ofradiis? = ———— ==
Ix2x3x6
201

10
18

5

54

10
3

— 1-666
5 = 0555
9

=0-092




202°

1037{L 19: Snail post,
01l and zlnc-white on paper, 17-0 ®27+9,

Study from the Theory of form and figuration. 9/61.

Detail from a pencil drawing from the year 1938,

1 Final paragraph crossed outin the manuscript,

We have noted the contrast of structure and individual in the theory of proportion. In the
structural sphere we have gone through an exercise from which nothing has emerged that
is false, true enough, but neither has it given rise to anything particularly lively, Rather
what has come out has been on the rigid ornamental side.

Clear-cut articulation and distinction between opposites are of considerable Importance,
since learning and ordering have the same meaning, so to speak.

ltis the energy-charged creative force that forms the basic life content, and this we must
not stint. So the meaning of rigidity remains in doubt. This force stands revealed in its
functions, it derives its living form by permeating matter. [t invests matter with life, sets it
in motion by a definite order, by definite rhythms (sound figures),

The particles are placed in resonant relation with the primal force. Thus they have no
choice but to arrange themselves in the same way as sand forms into sound figures, when
its supporting platform is oscillated, The fiddler’s bow causing such oscillations has been
lacking in much of your work. Something did come out of it, but there was no real reason
why It should have. No genesis. This is the real nature of rigidity - the non-functioning of
growth: The resultis detached from its premises, Form as such.

You might call it dead form - form that no longer functions, that no amount of fertilisation
can make function again.
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| o Construction of the golden section
‘ s e st e s S T T TR Basic progression and goiden section
: - _ R Golden section : absolute symmetry and relative symmetry
oo Golden section : Circles : ¢
I
| Basic progression and |! é
golden section. 1V/119 ! |
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{020/m 10 Approximate coincidence of e Al L |
Monument at the edge of the frult land. hoth at the point of the (o Sy, b i g 0 Tl doy, Yo i Tl |
Watercolour. 45:8 x30-7 second progressive division. | |
\ |
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2

A Absolute symmetry or basic harmony or direct even division in psychological repre-
sentation related to [ines and loci.

B Relative symmeiry or special harmony in psychological representation as ‘golden
section measuring movements related to the centre’. ’
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Golden section, [V/116

" . Asregards the golden section:

Approximation
to the basic progression.

Numerical example:

75 :12:5= 12:5:20
12:5x12:-5= 7-5X20
156-25 = 150 approximately

Another example along the above lines

would be:
3:75 :6-26=6-25 : 10

Theory of proportion. V{118

Golden section: ‘circles’

1 Small circle

2 Large circles

3 Wholecircle

4 Semicircle {lying sideways)

Note In appendix.
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1934/N 101 Groups, old and young.
Pencll. 485 X623,

298

The pictorial means

1 &f the chapter ‘From pointfo line, the line as
alement, linear and planar character', Yolume 1,
pp.103-116; and 'The order and nature of pure
colours, Topology of colour relations', Yeolume 1,
pp.465-611.

Line

The pictorial means: line, tonality, colour
Line as pure abstraction

Therange from light to dark

Black and white as opposing active principles
Aggressive and defensive energy

Grey as balancing ground

Tonal scales

Movement between black and white poles

Line
Tonality
Colourt

Let us take a relatively simple unit - say, a grey patch. It has only two parameters. [ts
density can be estimated and Its clrcumference can be measured. A hair-line, on the other
hand, can only be measured. The question of its density scarcely arises.

We already know some things about lines, because we have used them more than any-
thing else. Hence | shall be brief, even though | am personally tempted to say quite a bit
about this pure abstraction. What intrigues me is pracisely the open guestion of its
reality. Realists are quite likely to ask: Is there actually such athing as aline?
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Fig.i: 8/5. Fig.2: 34j2, Line is but the upshot of two planes! Or a plane at eye levell And line proper, the active
moving point, line par excellence, is no lonper visible! It does not exist!

1932/W 2: Forlifications.
Black-and-white watercolour. 23-8 X 27-1.

One dimension
Two dimensions

Primal element!

Line one dimension
Plane two dimensions
Solid three dimensions

*'The point s notdlmenslonless but an infinitely But this makes the idealist smile from the bottom of his heart. Even if | cannot see it, he
tiny elemental plane, an agentthat carrles outno says, | can sense It,and what | sense [ can also perceive, make visible. Thus there is In-
motion; In?therwwfia'l“sm rest. deed such athing as alinel It certainly has at [east relative existence, i.e. in comparison to
Cf, Causality : the point that sets itselfin motion,
Volume 1, p.19. ather kinds, .g.in contrast ta the plane,
[t's like this: If we shoot off along thin arrow or atiny bullet at & black spot from a distance,
what we do is to bring aline in relation to the spot,
And when we tether a great balloon with a long rope, is it any different? Or when we con-
nectan exchange with substations by means of wires?
There certainly are lines, as contrasted with planes and solids. And line is many, many ;
Crossed out In the manuscript: ‘Limit, halt', other things! Conducted current. Thought.? Pathway. Assault. Sword, stab, arrow, ray. !
A knife's edge, Scaffolding. And that joiner of all jorm, the plumbline. k |
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1933/1 2: Negro gfance,

Coloured paste on newspapet. 49-5 x87.

1933/1 4: Deep fn the woods,
Coloured paste on paper. 32 x 42-6,

Tonealrange used te lighten or darken within a

limited colour range, Avoldance of sharp contrast
swithin the neutrality of the twilit middle region®.

Tonality

The range from light to dark moves up and down between tha poles.of white and black. In
nature white can probably claim the advantags in spontaneous activity. All things are en-
livened by absorbing appropriate volumes of this Iumlnosnty, more or less of it, differen-
tiated in keeping with their light requirements.

The force of light is extremely aggressive in nature It spares nothlng and may here and
there be so strong as to cause trou ble.

There are, however, certain measures to ward off light, measures armed with defensive
energy. The superior activity issuing from the white pole, while valid in nature, must not
mislead us into a one-sided view. Here too struggle is inevitable, for of itself white is
nothing. It becomes aforce only in its effects stemming from centrast. Actually, we do not
merely meet the given dark with bright energy, but the given light with dark energy as well.
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Itdepends on the substrate, and since this is guite often white - a sheet of white paperora
white wall — it is black that we work with on a white substrate. Something happens thatin-
volves black, We work with black.

If, on the other hand, the substrate is black - as in the case of a blackbeard or a slate - our
‘natural' medium becomes white.

if, lastly, the ground is a neutral grey, black and white could both be used successfully as
media; forthe neutral ground is equidistant from both poles and inimical to both.

The given white constitutes light per se. Initially, nothing disputes its sway, and the
whole is devoid of movement, without a trace of life, It now becomes a matter of bring-
ing black upon the scene and throwlng down the gage of battle. The inchoate/preponder-
ance of light must be challenged,

We are struck equally by the non-descript impotence of a black surface. It is un-
marred by light of any [ntensity, strong or weak. in such a case, we naturally ally our-
selves with white and avail ourselves of its brand of energy.
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1909/82: Well-cared-for forest path, Waldegg near
Berne.
Indiaink. 17°56x25'9,

1909/42: Deaciduous Forest, Eggholz near Berne.
Pen-and-ink. 26-5 x15.
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Medium grey describes the situation of an outright stalemate in a black-and-white contfest.
It is as deadly to flguration as are pure black and pure white. Hence what must be mar-
shalled in such a case is a dynamic exercise that heaves to and fro, and in the’process we
must help ourselves vigorously from both poles. ’

Aggressive and defensive forces therefore come into play for us, in turn or side by side.
We cannot escape the challenge of a vital issue somewhere between thetwo poles.

To this end we must have at our disposal the whole scale of gradatlons, from top to
hottom.,
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1931/y 5: Classic coasl,
Oil on canvas. 81 X 68,
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Unintermittent central
figuration 60/46a

White basis
Normal basis
Normal basis

Black peak
White peak

Normal basis
Normal basis
Black hasis

White peak

Normal basis

Interpose normal distance
Groy basis

Interpose normal distance

~Black peak 1

Black peak 2

A
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oty M q/J’ o

B
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The first thing to concern us is the great wealth of tonal values hetween the twa poles.
Ascendirig from the abyss to the source of light, we are assailed by a sense of the un-
matched grandeur and breadth of enhancement from pole to pole. A darksome subter-
ranean rumbling below,a shadowy blurring in the middle, as though we were under water,
and the hissing edge of superlight above, The impact of such a progression is memorable;
and when indeed we speed the upward and downward movement in time, the resulting
impressions can be compared only with the swell and ebb of a raging storm. In such a
rise and fall, who could be mindful of individual tones, except for the glaringly discrepant

poles?

308

Tonal scales

1620/2: Architecture in the east,
Watercolour, 24:3x 313,

Figuration example with normal basis: white, grey,
black,
Movement and counfer-movement. 6047,

With continuous repetition of this cantrasting to and fro movement, we may slow down
the pace and become more aware, en route, of the twilight middle. To gain a better taste of
this neutral zone, we may in time cease to extend our vertical rambles all the wayto the
awesome poles. As our swings approach the normal, they are likely to focus on the un-
certainly [it middle region; and in time we shall come to a fiist tentative halt, here, about
the middle.

White basis
Grey basis
Black basis

N=normal
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1930/ AE2: Prospect,

Alr brush, pen-and-ink and coloured crayon.

4241 %621,

White

5 miles-

above the middle

Middle

5 miles

Black

Pricking our ears upwards, we hear the white hiss in the distance, which we estimate at
five miles. Hearkening down below, we perceive a muffled thundering in the depths, the
distance of which we also put at five miles.[1]

Next other points pique our curiosity. We move up a bit, to assess the new effect. At this

new point above the middle the sound of white has grown much louder, while black has
slipped back to half-strength, a very low sound indeed. This Is the pointat which the effect
of white is doubled while that of black is halved. [2]

1 o sy .0
SAile |

Mile 1
E)

& Schivms ¢

The distances are in inverse proportion to the effect. When the distances from white and
black are as 1:2, the effects of white and black are as 2:1, There are a great many points
alongthe entire length,and it would beinfinitely laborious to examine each of them as to the
degreeto which they are influenced by white and black. Even if that were possible, cur sole
gain would be a contradiction. We should be calculating something that works enly in
swift movement; and calculations would thus be impracticable.

n




Examples of form-creatlon: The natural unarticulated crescendo or diminuendo must be exchanged for an articula- !
11 Movement between hlack and white along a tion of the up and down, for a ladder or scale. We thus obtain distinguishable points of
twelve-point scale. A classroom exercise which special appearance. In so doing, we should keep the points far enough apart, while the

Kle¢ added to his own work in Portiollo 46/1-30. tonal intervals should be the same throughout.
[2] Black-and-white scale with mixture proportions,

9/53 a.

1 White 12 gradation marks  Then, at mark a) the distance to white = 0
0w d ;’ the distance to black =10
oo ' the influence of white =10
oW 1B E . the mﬂuencc.a (.Jf black . 7 = 0
hence the mixing proportion for the
6_...-—-—-—-—-"' tonal value =10
BW 2B parts white, no parts black.
{Z; I B .
At mark d) there would be this
: TW 3B & I numerical picture: distance to white =3 |
influence of white =
W 4B | .£ e distance to black =
influence of black =3
e i
: 5W 5B hence mix 7 parts white
and 3 parts black.
l arey —_
1‘ D
k
i‘ -
4 W
i 6B ;o |’
1 :
| 3W 7B ;. ‘;6"/
2W 8B
1TW 9B : ‘
fdf In this way the mixing proportions may be calculated for each gradation, the mixtures pre- !
41 pared in eleven pots and each result painted against its mark, which would resultin a very :
| it L} ow 10B . . : :
: g 3 precise picture of a tonal scale (p.317). tl
‘ Black , o
| 312 313 |




192269 : Harbinger of autumn.
Waterceolour, 26-4 X 332,

314

1032/68: Emacht.
Oil on cotton. 50-5 X 64.
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Directlon of movement and
unequivocal movement.
60{B4.

Base 1
Peak 9

[1]1 Representation with flguros.
12] Emphasised direction.
[3jExample deonein tonal gradations.

1 white

2 lightest grey

3 light grey

4 grey above middle
5 grey (middle)

6 grey below middle
7 dark grey

8 darkest grey

9 black

Tonal scale

Blend

Proportions of white
Proportions of black

Difference
always

2

always
equal

in size

Another practical method for creating a scale of tonal nuances is the following, which
utilises only black, on a given background of white, which it fights with growing intensity,
stop by step, This requires the application of translucent pigments (glaze), unlike the
preceding method, which naturally used opaque pigments.

White, in other words, is ever-present and must be crowded out step by step.
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White peak

Normal grey base

Centre

Black peak

White peak

Centre

Black base

Mormal white base

Centre

Black peak
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Ftyuration example, p.418: Narmal and abnormal on
the basis of normal grey and progressively reflned
gradation, 60/45a.

Black content

Qur plgment is a translucent black in a dilution of 1 to 10. We cover the entire surface with

this-solution, except the single blackless white stage. When this application has tho-

roughly dried, we continue the manoeuvre, each time skipping one further stage.

in this fashion we obfaln a rising blackout scale. At every stage in this scheme we are able
to determine the proportion of black, beginning with zero and proceeding by tenths to

ten.

lfWM;___

—ae

— %

The intensity of black
increasesfrom top to bottom

until the deepest black has been

reached.,
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19231242 North Sea plciure,
Watercolour, 24:7 X815,

320

Black content

=]

Simple articulated range from black fo white in
10 steps (11 dlviding lines).
Cf. exerclse 0of 8 January, p.327.

N

N

N
5 \ /
/ NN 4
6 /|
1
Vi NN

8 v N7 N

PGS PATAS A v

Linear representation of a fonal scale with 9 dividing lines
and step-by-step indication ofthe content of black

and white.

An example from one of Klee's lessona.
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White content




|
Scale representation, p.323: 1 1682y 13:
Articulated movement on a hlack base with | What odd things ;
differential movement In the tonal area. I grow.
An example from one of Klee's lessons, \ Black-and-white !
Cf. Standing, ollding, striding, leaping in tonal :’;iz‘:oslour.

representation, p.348, and Transition fromleaplng
to striding and gliding 60/13, p.351.

g,
S 3.'/#%'-/6'

]
!

Form-piving example 4244,

ck. %A .%(/fl_/!%c-f

I

v

£ s

Strips

Base
White

- y 1 i .
%W [r\J'f/V‘b ™ : . To and fro of dimenslons J
- with progression: :

1 12 s s Vs Ve
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1824/25: Contrasts at night,

Watsrcolour and gouache. 23 x 38-5,

324

Strips : _ '/AMA

o Ve Yreekid
e e K , 7
Concentration fowards black — _ _ .
Reversal ) —_— . f
' 5
& . a-.
. %’S T L 3(
C‘l {;‘
Concentration towards white! ‘Y i N\-\W _,_J,,,Jv;‘uu‘jm,r_uﬂ.)
&
White base ' . B
Black basa H‘/C, /@ﬂh-e(;w} (PP M--Wg.u?

Towards the white
As movement and countermovemeant
42/36

; {(5,5@1«1 Mg bty

¥
T 5
1 §: 1 4 _}.4 g :I_ .l..i.‘ﬁ/ .Al,(i"’: 4 %F%‘-’-%_
! In mirror-writing. ?+7'[J‘i B —‘T % ‘} i 1 h 7
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1023)25: Magic theatre.

India ink and watercolour, 33-7 % 226,

1. Cf. examplas on pp,312, 321, 366 and 368.

White
Grey
Black

Unarticulated
Articulated

2Collection of exerclses jor the Theery of tonality,
for the prellminary course of the second torm.

Orientation
Repetition

Exercise of 8 January 1924
The exercise forthis affernoon is to set up ranges from black to white, which may he either

unarticulated or articulated, floating up or down, or moving forwards step by step.®
These ranges may be set up freehand or by formula, with either wet paint or dry pigment,

W

ettt GesLadeet  dery

9 January 19242

1 Correct student exercises

2 Measure and weight

3 Chaos and cosmos

4 The medium of tonality in the armamentarium of pictorial means
5 What happens afterwards (figuration)

Before figuration

Spatial order of ideattonal pictorial means at rest.

The opposite extremes of pictorial means are effective even in point form.
Theintermediate stages [ess so. They require mare scope to become sensible, weighable
or critically perceptible. (Or sensibly criticisable.) 8/20.
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iy,

1930/¢1 2: The castle mountain of 5.
Gouache, 37 x47,

1032/N 5: Technical exercises.
Qil on ungrounded cotton, 7 X 30-5,

The grey pointin relation to black-white contrast. 8/21.

White above Q White line
Grey middle % Grey line
Black below Blackline

Why white above?

Why black below?

The problem of top and bottom, considered at the centre of the earth.
Infinite number and infinite subdivision of nuances from black to white.
Nuances not effective in point form,
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Lowiand plain.

1932/9

Gouache and watercelour,
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1921/83: Cool dry garden.

Watercolour edged In tinfoll,

24 % 30°5.

332

Amiahle character

of the balance
(extremes keep at

a respectful distance).

Practical exercise:
Tonal scale (in 11 steps)
by two methods,

blending and glazing. 8/22a.

1 For the glazing approach to black layer
cumulatlon, see the fellowing pages.

Blénding R
1 White contrast -
2 Black contrast

3 Balance (medium grey)'

Proceeding from 3, grey -
a Grey upwards

b Grey downwards
Moving in jerks.

8/23,

Appearance of the work,
first exercise

Essence of the work,
first exercise -

Glazing
(white given).?
8/23a.

Enhancement required
{why?}
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1920/w 8: Landscape with poplars.
Watercolour on plaster-grounded cardboard.
27 %215,

Rhythmlc alternation and Interlacing of tonal values.

First method:

Blending white and black proportions
Second method:

Biack layer cumulation

Cumulative total

White

Black

Black-and-white methods and tonal.scales

1 The blending method. 2 Black layer cumulation (black progressnon)
Absolute and relative difference. Subtraction and division methods
Relatlve black increment and relative white increment

Chaus (disorder). Natural and synthetic order
Apportionment of tension and naturalistic range from black to white
Scales as artfully ordered movement

Structural order of tonal means

Composite units and higherarticulations
Structural combined with individual articulation
Scale structure —Unstructured movement -
Viable solutions in the realm of tonality

Tonal action of wide and narrow range

Tuesday, 15 January 1924

Woe last fook up the subject of tonal scales, graduated- movement from black to whilte and
return. : :
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Density progression
1 ifa Vs g s e 1fy

Note: This progression

(based on an Internal series

of integers) yields a regular
scale from the base to the target
degree of density (black). 42/33.

Absolute difference.
Relative difference, measured on the
basis of the preceding stage.

| proposed two methods for plotting such scales, one of them rather complex but precise,
the other simple but imprecise. With the second method there was trouble In attaining the
deepest black. Enhancement or decrease of brightness grew attenuated step by step.
The other, somewhat cumbersome, blending method would have avoided this difficulty.

Well then, when we take a closer look at this second method, we percsive beyond any
doubt a constant over-all Increase in the proportion of black as we progress with the
serles12345678910,

Close up, however - i.e. when we compare any one stage with the one immediately pre-
ceding —-we soon appreciate the special character of the enhancement.

The first stage of black is univalent = 1

The second is bivalent = 2

The difference (from1102) is = 1.

The difference from the second stage of black to the third, from 2 to 3, is once again = 1,
inthe overall perspective. ’

This difference of one, however, shrinks to £ in proportion to the bivalent stage. The dlﬁer-
ence from 2 to 3 (step 1) is relatively smaller than the difference from 1 to 2.
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Thus this absolute difference ¢f one (subtraction method), when measured on the basis
of the prior stage (division method), actually means less and less and keeps on dsclining
from aninitial value of one to one-ninth.

In other words, the proportion of black increases absolutely, but at a relatively declining
rate, It takes a good deal of time to reach the deepest black, at which point not even the
tinlest further perceptibleincreaseis possible.
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1923/150: Just before the llghtning flash.

Watercolour. 28 X315,

1 Crossed out: step.

Tonal progression without regard to intervals.
{Progression by density a{ static measure.)
46111,

in the practical application of this method, however, this deepest black could scarcely be
attained and the enhancement grew less and less perceptible. In terms of precision -
i.e. when regular intervals from white to black were wanted — this was a great disadvan-
tage, in rather startling contrastto the first step,from 0 to 1. ' '

Here too the absolute difference seemed a harmless equivalent of one. The relative
difference, however — one divided by the proportion of black in the preceding stage of
zero—vyields 1 divided by 0, or Infinity.

Thus our black progression begins with an infinite step, followed by a step of the differ-
ence value of 1. This constitutes an immense contrast.!

Although all this seems rather dubious, the method is quite serviceahle over-all, for in the
first place we do not always proceed by even intervals, in the second place we do not
always want to go all thz way to the deepest black and in the third place we may enhance
the various stages at will as we go along.

339

'

i

|

i

P
b




L(’

?\

But in terms of precision, ‘scientifically’ speaking, the blending method ([1], p.341) is  Relatively declining rate of black increase in this new table [2], | have entered the figures for the relative increase in black on the in- ‘
I

_more serviceable. It is not one-sidedly oriented towards the black direction, but at the  Relatively declining rate of white increase terval lines at the |eft. On the right are the corresponding figures for the relative Increase

same time also runs from bottom to top, and is based on a medium grey. Progressive ‘black' error in white, in the direction from bottom to fop. ‘ '
Balance The black increase (left) declines from top to bottom and is opposed {right) by the de-
Progressive 'white’ error. 9/61a. " clining rate of white increase from bottom to top.

When the relative difference in black at one of the interval lines is especially weak, e.g. be-
tween i and k, the relative increase in white at the same interval is especially strong. Thus
the respective errors cancel out,

. ¢ [1] Blending method ‘
/"{j&bb Y , M ' _ White proportions/
’ 4‘ 5 1I ﬁ!ﬁﬁﬁlﬁ p . e 1. ¢ %&m‘ S Black proportions
. TS }q‘h Q(‘ g o Black

[2] Relative ‘ Sdiwers Wl  Black :

J‘I?W - I 1 i
verflelpsn ) increase in black e %#V& White -

& J/

Relative increase

. weneTerd deJ‘;‘& andwhits [

? .‘ - ‘ o ___,;L——‘ : JME in black
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‘&,—— 3 :
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Relatlveincrease
in white
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We note that there is complete balance; and if we now look back briefly at the black
method,* we will realise how one-sided it is.

A decline in the difference between adjoining biacks : i
is not balanced by any increase inthe difference between whites. 4
There is always the same given amount of white.

It is a moot point whether the scale proceeds at even intervals between white and black or
whether there is a concurrent submovement within the progressive order. it is of no im-
portance in the sphere of articulation, which | shouid now like to link to the black-and-
white methods.

Atlthe centre, however,

around grey stage f,

where the etrors are of medium grade,
the equilibrium

is also of intermediate character.

1 P,335, Second method., Black layer cumulation.

1932fv 19: Above and below.
Black-and-white watercolour. 36 x 48-5.

Blend
White

Medium grey

Black

Form-giving example 9/61

St otn e s -
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Layer enhancement
~ forthe purpose of

achieving relatively o icjen.
even increase . ‘ 8{4 h,ﬂ_,éﬁu.‘, Q)m;;‘%eim

9/60
0 White -
%‘“"“““ LY.
e i
1 3 I8 ta~ . -
. SR A
5 Grey 16 |

Full black

01148 U R by 123

(‘/‘

(Progression}

Prior increase==Status. Absoluteincrease(=1)
declines in relation
to cumulative status.
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19311 12: Castie garden.
Qil on canvas. 87-5 X 5.

‘Naturallstic movement from white towards black
constitutes the finest order of movement,'

By way of contrasi:

Acrticulated subdlvision, using a scale.

‘Artfully crdered movement, reminigcent of the

structured division of tones we find in musical
scales.’

Detail from: 1921/89: Fugue in red.
Watercolour. 245 X37. Cf. Volume 1, p.490.

A Chaos (disorder)
B Order a) natural b) artificial

The natural state of a movement from white to black~to revert once more to this subject -
is unarficulated rather than unotrdered. It is ordered in contrast to chaos, when light and
dark are not yet sundered. It is ordered in the natural sense of a fine flow from one pole to
the other, This (moevement) range of tension is of infinite subtlety. The particles closest to
one another are scarcely distinct. It is not possible to orient oneself definitely. A locale
cannot be sharply fixed {confirmed), everything solid is gently but surely swept along by
the flow, the fine current.

The naturalistic movement from white to black constitutes the finest ordering of move-
ment. The main loci may be approximately determined as near-white, near-black and
neutral grey regions. More is not possible.
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1921/88: Crystal gradakion.
Watercolour, 24:5 %315,
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Notes to p.348:

[1] Standing, gliding, striding, leaping in linear
representation.

[2] Standing, gliding, striding, leaping in tonal
reprasentation.

Artleulated movement with movement differentials
in the tonal regien.

Figuration example from Klee's lectures. 46/28,

Cf. Transltion from leaping into striding and gliding,
p.361.
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[1] Standing
Gliding
Striding, small strides
large strides
Leaping in small strides
Leaping in jumps

Gliding is soft (fluid, gaseous)
Striding is flrm .
Leaping is hard (solid)

First step from general to special methodology on the basis ofthe con'cep’ﬁs !

a Limitation . -
b Discontinuity : -
¢ Regrouping, dispropottion

Limitation without regrouping follows the d[menslons of the general order in discon-

tinuous gliding.

[2] Standing
Gliding
Striding
Leaping

in tonal representation
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1922/174: Growth of night-blooming pfanis
Oil on cardboard, 47 X34,

Transition from leaping

to striding and gliding 60/13

A with defined limits
B with vague limits

White
Lightest grey
Light grey
Grey

Dark grey
Darkest grey
Black

~N S U R W=

Large leaps
Mediated leaps
Mediation enriched
Closeto striding
Striding

h 1 B Lo PO =
b= B B - N N

Leaping

Large [eaps

Leaping

Mediated leaps
Intermediate leaping
and striding
Striding

Gliding

Both cases are a gradation
of gradations

A) hard gradation

B) soft gradation

A htass

A ﬁrﬂsl"s?u %7
AT

(.]) jlt,{(_ 5'11-'.

Defined limits

L

43_124247,4«:_ 7?;{4?”9{4 2% U 2

G
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Vague limits
Vague limits

Defined limits
Vague limits
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Our need for orientation is expressed in a division and fixation into straightlines, precisely
located: and this is done at the cost of reducing the wealth of possible nuances. Indeed,
it was theae many fine gradations that confused us, as all that is natural starts out by
baffling our insight, until, at some point, we reach the reassurance of an orientation.

A scale in itself is already something artful, a synthetically frozen movement. [ta inherent
" erudeness clarifies. Every component line may be firmly related to the poles. We always
know where we are and how we got there,

But of course, movement based on natural law may have been perceived with the ear
rather than the eye. It may have been like the natural rise and fall of sound, the swelling
and ebbling roar of a hurricane, In such an eventuality, artfully ordered movement may be

reminiscent of the stringing together of sounds, as in the unique case of musical scales.? * Manuseript notes

‘Subjects: measurabllity, weighabllity, extenslon,
density, expanslon, elasticity (inelastlc expansion).

1830{s 2: Tympanum-organ.
0il and watercolour on paper on cardbhoard.
31 %405,
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Noticeable thresholds may tend to form at the point of incipient movement. Suitable
methods for preventing this are progression in dimensions and progression in value
sequence. ‘

Integers ‘progressively’ pushed back 11 points.

Integers regularly pushed back 11 points,
60/90 and 90a.

b) ‘Black base’

a) 'White base’ 4
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The legends on this shestare
transcribed in the appendix.

1 Cf. scale representation [2], p.341.

Symmetry-+ differential

The repetitive eloment characteristic of structures is, in this process, the concept of en-
hancement or dwindling, occurring again at every stage.!

| o, L
a,éfff[&"fﬁﬁtk

£ 76w T Yensse
i;z 4;776 crd - A W

abcdefghik./I
b>a c>b d>c etc,relatingtocontent of black.
a>b b>c¢ ¢>d etc,relatingtocontent of white,

The concept of 'larger’ is repeated: Wherever, within a major movement, there is a con-
current minor movement, we are once again dealing with a repeating element.

The value differential between aandb
is [argerthan between bandc
The value differential between bandc
is larger than between candd

The word ‘larger' is again repsated, The composite unit ‘repeating symmetry plus differen-
tial’ displays divided enhancement, a composite structural element.
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Unambiguous movement
and countermovement {in a plane}.
60/85.

i1
. ) . /ﬂ f
3 / 2 St
§ / £/1 4
i
r
{
¥
g

4

.

4 lv‘—fq‘lg',_

271 Jures My‘»md e
r bl aile fhoa

C !LMMV{Lfy/;aAL UV"- MJ
1 Fuwizles arited §4 b

&9 0"2 .
ﬁ.; Teoran Eruilst Pruw -l le
M fv‘h.mw_',

1 White
2 Lightest grey

3
4} Two values of light grey

5 Light medium grey
6 Normal grey {centre)
7 Dark medium grey

9} Two values of dark grey

10 Darkest grey
11 Black
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1. Simplest case of higher articulation.

Figuration example of the next higher stage of
artlculation.

! Balance between two progressions.
60/117.

Analysis
White

Black

We now pass to higher articulation in the tonal sphere; and this, as we know, lifts us above
structure as such; but since a scale is a special case of structure, we also rise above
scale as such; for in order to display an aspect of higher articulation, the arrangement of
tonal values must undergo comprehensive change. To rise but a little hit at the outset, |
propose that we take the simplest case. Let us cut the scale Into two parts, in such a way

that the dividing point will leap to the eye.
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To and fro {on the basis of grey). Black-and-white shutile progression. 60/107, ’ 1932V 12: Unravelling hall of woo, In this-case, the split between the two main parts must naturally fall at a) and 1), where

Black-and-white watercolour. white and black clash sharply, whereas only small increases or decreases occur step by

Analysis: Execution, step within the fwo parts.
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i In words: ¢t: h/ﬂ%ﬂ .

From grey towards white

P - From black towards grey W %M %M M/UM% g { ?2% :

Note:

This must overlie grey, : Beyond this simplest case, we are led to the broadestscopeforcombinatibns.

358 359 i




1839{vy 8: /n position.

Progression of the series of integers. On ablack base. . On awhite base. S : |
Watercolour. 31-5 % 22, 4614, Sole active medium: White. Sole active medium: Black.
{Note: Intervals must also increase 60/106.

progressively) 60/105,

Tases navn

Bm{s Lot 5

e
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Psychological aspects: Major contrast juxtaposed [ends vigorous expression; but when
contrast is mediated, the elements tend to drift apart and expression becomes less vig-
orous. Large leaps bespeak greater energy than half-leaps. Mincr contrast lends less
vigorous expression even in juxtaposition. Enrichment and relaxation soften minor
contrast, when itis mediated. 60/24 and 24/1.
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Sense

Representation
White. Scale towards black.

Sense

Representation
White. Scale by way of black
back towards white.

Sense

Representation

Black. Scale towards white,
grey, black.

Scaletowards white.

1 £f, Structural formation,

Individual and dividual characters. Yolume 1, p.217.
Alsc: The central opposition dividual-individual,

Volume 1, p.237.

The old pictorial symbol:

Realised, for example

from grey
towards white

from hlack
by way of grey
towards white

from black
towards grey

2.-Higherérticulationcembined with structural and individual articulation. ..« n=

, s W ik,
Mjfﬂgﬂh?u j’/;(m By W /"fg& oty v s(‘éi/d’%}k-k/% "y

Pran

Higher articulation means half/whole/half and the scale structure combined with it runs
concurrently through the whole as subarticulation,

judvichelt: #a,%c 4T [ j’/‘«gef Aol / Mé@
Shuctunt:  Shaleastifug—  flalow Shofuuy

Individual: Half scale Whole scale Half scale
Structural: Scale gradation Scale gradation Scale gradation -

Higher articulation rooted in lower while at the same time rising above lower articulation:

dostle 4,
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1920/¢ 10: Boat, landing.
Tempera on canvas.

Higher articulatlon comblined with atructural and
indlvidua! artlculation In a freely formed exampla.

3, Higher articulation combined with structuraf and individual articulation.

v

fedcba
From grey towards white

Scale structure

From greytowards white

From black by way of
grey towards white

From black towards grey

365

Shactin préaveTadsets SoulSticton

lalalalala
White-black alternation
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Superstructural in the whole
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From hlacktowards gréy

Alternating structural elements in the pa—rﬁé'—ii‘k_é“:'

Structure of polar-alternation
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Scale structure
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1929/M 5: Place on the canal.
Watercolour, 4531,

366

Figuration example with structural and individual
articulation, in part with disconfinuous and
differentlal structural articulation,

Cf. form-giving example 3, p.365: 'Higher articulation
comblned with structural and individual articulation.'
Example 5, p.374: 'With discontinuous and
differential structural articulation.'

Flguration example 46/28, p.349: ‘Standing, gliding,
striding, leaping’ in tonal representation,

This ﬁgﬁratiun example from Klee's lessons Is the
work of a Bauhaus studenf and was added by Klee to
supplement his own work in portfolio 46/1~30.
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1830{s 8: Efevation of a castle.
Stencil drawing. 39 % 49,

378

Examples. 60/16a.

Direct major contrast:

Indirect major contrast:

Direct minor contrast:

Indirect minar cantrast:

Upper minarcontrast (direct):

Upper miner contrast(indirect):

Lower minor contrast (direct):

Lower minor contrast {indirect):
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1827/k 1: Fish people.
0il and tempera on plaster and oll-grounded canvas
oncardboard on wood. 32 X 55,

380

} Normal and abnormal movement:

Movement Is measureable by the standard of
immobility. Alternation in the tonal sphere from
siructurelessness to articulate structure. 60/98,

2Crossed out: 'unstructured movement',

Normal and abnormal*

One might further include the element of natural movement in the combination, which
would add to the concepts already present the subarticulate concept of unstructured
movement and which would also enrich individual articulation correspondingly.

6. Unstructured solidity,
unstructured fluidity,?
ordinary structures,
scale structures,

Please draw no wrong conclusions from the symmetrical arrangement of these schemes -
as though one could not manage very well without them, The reverse would be better —
such strict symmetry should be avoided, precisely because it Is rigid in character. In gen-
eral, these examples have anly specific (theoretical) meaning, serving to clarify insight
by way of orderly orientation. They touch upon and open up many elements of the creative
armamentarium, but that does not mean that they breathe that deeper life that stems anly
frominnerinspiration. :

Yet we must deal with them, aware that we are not getting to the heart of the matter, merely

remaining at the level of organising our pictorial means, while touching the level of
artlculation,
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1921/89: Red nuances,
Watercolour, 21 Xat.

382

Basic di_stinct[on:

1. All scales are structural articulations

(dividual and repeatable). '

2. Character of natural articulation: 'Unstructured
movement as partof an individual articulation.

The juxtaposition of the two illustrations shows
the differences by full-fledged examples.
1921/89: Red nuances. Watercolour:

Use of tonal scale with structuraf articulation.

1921 Fish. Watercolour:

Natural articulation as part of individual higher
figuratlon.

Rigid tanal scale articulatian is subordinate fo the
higher individual figuration of the work.
‘Unstructured movement' may be understood In
simple terms as moving natural form articulation,
with tonal scale arficulation elements partly included.

1921 funumberod: Fish,
Watercolour, 21-7 x 18,
Cf notein appendix,
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1937/M 473 Beneath the viaduct,

Chargoal on cotton, 52 X305,

‘Shaping the black arrow.
‘It consisis In enhanced energy development from
the glven or existentlal or present white in the

direction of the incipiently active or impending black.

Why not the other way round?

‘Answer: The accent lies on the minor particularity
as againstthe major generality. The [atteris
existential and familiar in effect, the former
unwonted and acilve, And the arrow flies in the
direction of action,

‘This extraordinary burgecning of force {Inthe
productive sense) or of energy consumption (in the
negative sense) overrides everything else in respect
of the direciion of movement.’

in all this, the level of the elementary creative process must he kept tacitly in mind. From
that point of view, | should be playing fast and loose with all the gradations from blackto
white only at the cost of violating the canon of inner necessity. What | should really he
doing in this respact is to differentiate volume and alternation of tonal nuances fromt case
to case.

Let me give a few further practical hints along these lines. Every viable problem solution
in the sphere of tonallty is In some measure linked to the two contrasting poles, black and
white, Even when they are not directly invelved but merely allow their ferces to feed into
the sections relating to them, they invest the interplay of these forces within the black-and-
white scale with afeeling of tension.

b e

Sehavaries,

zt/zslmung

Wi in Tyeiss
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Figuration example 48/10, Tempera with air hrush,

A black rectanple Is endotopically treated as a major
generality against the glven existential black.

Cf. Valume 1, p.b2,

Ona may speak of a black-and-whlte alternation
effect (active—passive dual balance).
C{.1930{Polyphonic setting for white, p.398 (full-page
Nystration, Volume 1, p.374) as well as 1932]

Helical flowers 1, p.398 (illustratlon, Volume 1,
p.378).

1930/B 9: Flower vase in three dimensions.
Oll on nots paper. 21 X33-8.
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60/91.

Another form of progressive
gradation.

Peak1

Base 11

1925/w 3: Monsleur Perlenschwein.
Watarcolour with air brush. 51+6 X355,

The character of an action is determined by the degree of black-and-white participation
whether direct or vicarious, and by the various intermediate degrees of direct or indirect
participation in the whole of the to and fro. This character ranges from a quiet wafting rise
and fall, guided by tenuous threads from the poles - a thoroughlytranquii state of affairs,
so to speak - all the way to open struggle, in which the poles [eap inin person.

T

P

A wide range from pole to pole invests an action with deep inspiration and expiration
capable of being modified all the way to hard-breathing wrestling. A narrow range throftles
down the breath to a mere shallow soffo voce. Itis reduced to a mere whisper roundabout
the grey. Or one rises above this level to the violins - or sinks below it to the celles. For
those who are unfamiliar with musical terminology, | can put it differently.
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1925/3: Mountains in winter.
Watercolour with alr hrush. 28 X 37,
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White peak

Deep fall
Normal grey base
Action commences

Black peak
Figuration example 60/45.

A. Wide range,

the black low and white high
visibly intervening in the action.
This wide swing of the pendulum
from black to white

lends force to the action.

A. W@ c&l’,@tfh/@f@

s

() Wis

&J ng
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Within a wide range, the dramatic
character moves in steps from remote
control by the polas

all the way to open

struggle, the sharp
clash of oxtremes.




1934{T 20: The inventicn.
‘Watercolour and wax pigpment on cotton on wood,
50343 % 50-5,
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1930/s 4: Has head, hand, foot and heart.
Waiercolour and pen-and-ink on cotton. 41-5 X 20,
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B. Narrowrange I

White | g/ ,}wﬁmmg QW

Narrow range

(round about grey) ' _ _ ' _ .
' PRy el

Black

Struggle within
anarrow range.

1939/CD 12: Diagram of a fighl.
Grease crayon on black-grounded paper.
27:5% 275,

-Thia character ranges from a qulet wafting rlse and
fall, guided by tenucus threads from the poles ~a
thoroughly tranquil state of affalys, so tc speak-

Reserved action

all the way to open sfruggle, In which the poles within . ’ . N
leap in In person.’ & Narrow range. :
3
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1924{15: Physiognomic crystallisation.

Qllen musglin on cardboard. 41-8 %514,

Black does not appear.on the scene, allowing itself to be represented by grey. Here again,
there are different types of action between grey and white.

White allows itself to be represeﬁted by grey.

White W

,; erfs
Narrow range,
displaced towards the upper region, h@- L
Mdg

Black

White (e
4
i
!
)
L

N.arrow range, }%& 61%/

displaced downwards.

Black . Wg
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il [111922{79: Separafion at eventide.

| Watercolour, 335 x23-5. %ﬂﬂh ?WW " 4;4/7 %WW (%{)‘mm |
i bl b A wtuy fodhy Compmonbin 77 Voreruyany focer e G ldpes

[3]11930/x10: Polyphonic satting for white. y .
i Wby Thprsd fovar Ot A w21 Ut sio et

[411929/AE 7: Momentum,
A ‘ﬂ_}iw% ﬁ w Watercolour. 25-8 X 25, . WL‘O}ZL ;%W %c{ W
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[5]11832/13: Toxin.
Watercolour, 61-3 x48-7,

[6] 1929/n1: Monument in the fruit land. %WW% ,ﬂ%% %(VL‘& 5}10,‘%) . Ca(“ UM#'VL? %M

Watercolour, 46 %308,

Exercises.!  General scales, tonal
0 H 1 .
8/29. or colour-complementary both combined. ‘ Comblne.dforme In format:[2 and 3].
o ~ 2 Composite form: [4 and 5], ’

A rhythmic linear example. ) 8 Transverae shift, Elementary forms and theirinterior {(norms), threads, nodes.

A dividual example.? . Interpenetration, mutual intrusion (transparency): Elementary forms in format {naormal).

An'll‘jd[VIdL.lal example, 3 Gf. exerclass, p.4g3. [4,5end8]. Combined forms in format.t

Unldlr.'nensnc?nal or 2 A divisible example, the structure of which is cf. following illustrations n Volume 1: [1] p.11; Composite form (the species).”

. two-dimensional plan. repeatable ad libitum, [2] p.378; [3] p.374. Transverse shift.?

308 299




Shifted centre of gravity. 17/103a.
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Shifted centre of gravity, 17/103a.

Qriginally all the fields were equal In size and welght (energy content), Because of move-

ment, only one field remains_normal, the smallest one; all the others have grown by
two-dimensional progressive movement.

With expansion, the energy content declines, grows attenuated, in inverse proportion to
the content. Conversely, energy rises as content declines. The strongest force balances
the smallest figure, 10, In it lie<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>