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READINGS: CUBISM AND ABSTRACTION

Background: Eugen Weber, Cubism
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Background: Magdalena Dabrowski, "Kandinsky: Compositions"

Kandinsky, Concerning the Spiritual in Art

Background: Serial Music


Background: Eugen Weber, CUBISM, Movements, Currents, Trends, p. 254.

As part of the great campaign to break through to reality and express essentials, Paul Cezanne had developed a technique of painting in almost geometrical terms and concluded that the painter "must see in nature the cylinder, the sphere, the cone:" At the same time, the influence of African sculpture on a group of young painters and poets living in Montmartre - Picasso, Braque, Max Jacob, Apollinaire, Derain, and Andre Salmon - suggested the possibilities of simplification or schematization as a means of pointing out essential features at the expense of insignificant ones. Both Cezanne and the Africans indicated the possibility of abstracting certain qualities of the subject, using lines and planes for the purpose of emphasis. But if a subject could be analyzed into a series of significant features, it became possible (and this was the great discovery of Cubist painters) to leave the laws of perspective behind and rearrange these features in order to gain a fuller, more thorough, view of the subject. The painter could view the subject from all sides and attempt to present its various aspects all at the same time, just as they existed-simultaneously.

We have here an attempt to capture yet another aspect of reality by fusing time and space in their representation as they are fused in life, but since the medium is still flat the Cubists introduced what they called a new dimension-movement. Very soon, however, the original purpose of this-the capture and more complete reproduction of still objective reality-was lost from sight. The possibilities of the new idea were too good to miss and soon the artist became more interested in what had started as his means: that is, in purer and purer geometrical forms with no immediate relation to the object from which they derived, and in their increasingly abstract and arbitrary arrangement.

Cubism still sees space (and through space reality) as differentiated. Its great invention was to introduce movement into painting and use the possibilities of geometrical projection. But, in time, this came to appear still too concrete an approach to subjective reality and expression. As the Cubist technique was applied on ever more abstract lines, differentiation shrank and disappeared. Abstractionists see no more sections, no divisions between different segments of reality; and this is not surprising since reality has been transferred from the outside to the inside of the artist where experience is all one and everything exists on the same plane: a flower pot and a flower petal, a house and a T square, exist on the same plane, quite undifferentiated. Nothing is an island any longer, nothing (or everything) entire of itself.

Background: Stephen Kern, The Culture of Time and Space (Harvard, 1983), pp. 140-152

The multiplication of points of view in painting had an impact far beyond the world of art. It created a new way of seeing and rendering objects in space and challenged the traditional notion of its homogeneity.  The depiction of space in painting reflects the values and fundamental conceptual categories of a culture. In the Middle Ages the importance of persons and things in heaven and earth determined their size and position in space. With the introduction of perspective, objects were rendered to scale according to their actual size and were located in space to reproduce the relations of the visible world.' In 1435 the Florentine painter Leon Battista Alberti formulated the rules of perspective that were to govern painting for four hundred and fifty years. He intended to help painters create a unified pictorial space in which God's order, the harmony of nature, and human virtues would be visible. Samuel Edgerton has observed that this formulation of perspective was a "visual metaphor" for the entire Florentine world at that time: its politics were just coming under the authority of the Medici oligarchy; there was a growing rationality in banking and commerce that relied on mathematical orderliness and utilized the system of double-entry bookkeeping; the Tuscan hills were terrassed with neat rows of olive trees and parallel strings of grape vines, all controlled by a centralized land management; proportion and orderliness were valued in every area of culture and were expected to regulate decorum and dress." Although there were occasional variations or intentional violations of the rules of perspective, they governed the rendering of space in art until the twentieth century. Then, under the impact of the Impressionists, Cézanne, and the Cubists that perspectival world broke up as if an earthquake had struck the precisely reticulated sidewalks of a Renaissance street scene.

When the Impressionists left their studios and went outside to paint, they discovered a new variety of points of view as well as shades of color and light. They broke Alberti's rule that the canvas should be placed precisely one meter from the ground, directly facing the subject, and positioned it up and down and at odd angles to create new compositions. They moved in and out of the scene, and the frame ceased to be the proscenium of a cubed section of space that it had traditionally been. Daubigny carried to an extreme their rejection of the fixed point of view when he painted from a houseboat as it rocked at anchor or actually sailed along the Seine. With these new points of view the Impressionists abandoned the scenographic conception of space."

However varied the scope and angle of Impressionist space, it was essentially one space as seen from one point of view. Cézanne was the first to introduce a truly heterogeneous space in a single canvas with multiple perspectives of the same subject. In Still Life (1883-1887) a large vase is reconstructed from two points of view with the elliptical opening more rounded than a strict adherence to scientific perspective would allow and gaping fuller than the opening of the other vase standing next to it on the same flat surface in the same plane. In Still Life with a Basket of Apples (1890-1894) the corners of the table are seen from different vantage points and grafted together to create balance with the other shapes. His Portrait of Gustave Geofroy (1895) combines a frontal view of the seated subject with an aerial view of the table before him on which open books are lying with almost no perspectival foreshortening. This optically impossible mixture of points of view enabled Cézanne to show all that he wanted of the man and his work and at the same time conform to the requirements of composition. Cézanne was enamored of the shape of Mont Sainte-Victoire and painted it hundreds of times. By using different perspectives for different parts of the landscape he gradually pulled it out of the distant background toward the foreground until in the later paintings it loomed large as a symbol of his lifelong fascination with form and space. His landscapes broke ground for modern art as he gouged out quarries and cleared trees to make the terrain of Aix-en-Provence conform to his artistic needs.

Cézanne's primary commitment was to the composition of forms on the flat surface of the canvas; conventions for accurately rendering volume and depth were secondary.Z' While most painters had tried to create an illusion of three-dimensional space, Cézanne accentuated the flatness of the picture surface and frequently violated the rules of perspective in deference to it. He never entirely abandoned the techniques for showing depth but compromised them when necessary. And so he broke up consistent linear perspective with multiple perspectives, he violated aerial perspective in landscapes by painting objects in the distance as bright or brighter than those in the foreground, and he occasionally chipped off a piece of pottery when overlapping would interfere with his overall design. He sought to reconcile the properties of volumes in three-dimensional space with the two-dimensionality of the picture plane, and his paintings vibrate from the tension. He also wanted to fuse perceptions and conceptions-the way we see things from a single point of view and the way we know them to be from a composite of several views. Experience tells us that the opening of a vase is circular, but when viewed from the side we see it as an ellipse. Cézanne combined the two perceptions visually with multiple perspectives.

These daring innovations were possible only for someone with a sharp sense of space. Cézanne's unique sensitivity to the effect of slight shifts in point of view is revealed in a letter to his son of September 8, 1906: "Here on the edge of the river, the motifs are plentiful, the same subject seen from a different angle gives a subject for study of the highest interest and so varied that I think 1 could be occupied for months without changing my place, simply bending more to the right or left."'s Subtle differences in form and perspective that most painters would not notice occupied Cézanne-fascinated him-for months. He wrestled with them until, as Merleau-Ponty believed, he created "the impression of an emerging order, of an object in the art of appearing, organizing itself before our eyes. -2' He "realized" objects in space as they take form, as the eye darts about the visual field and hovers around things until they are identified in space and integrated into our world of experience. For Cézanne an object in space was a multitude of creations of the seeing eye that varied dramatically with the most minute shifts in point of view.

One of the great fallacies of historical reconstruction is the characterization of events as transitional. The work of Cézanne is one of the most fully realized corpuses in the history of art, and it is particularly misleading to view it as a transition to modern art. Nevertheless the important innovations he made in the rendering of space-the reduction of pictorial depth and the use of multiple perspective= were carried further by the Cubists in the early twentieth century and have therefore come to be viewed as transitional. The Cubists repeatedly expressed their debt to Cézanne and used his techniques to create even more radical treatments of space. Their use of multiple perspective also shows a strong similarity to the cinema, which broke up the homogeneity of visual space.

Like modern art, the cinema offered some new and varied spatial possibilities. Theater viewers saw action in the same frame, from a single angle, and from an unchanging distance in a space that was stationary and uniform from beginning to end. But the cinema could manipulate space in many ways. The frame could be changed by moving the camera or changing the angle of the lens. The point of view or distance from the action could be shifted with different camera positions, and the space in view could move continuously with a pan. The multiplicity of spaces produced by these camera techniques was augmented by editing, which made it possible to shift quickly between points of view and break up spatial coherence even further. The cinema also showed places around the world to which the audience rarely had access. In 1898 a Viennese physician made a film of a surgically exposed pulsating heart. The camera also looked into the interior space of the human body by means of the new x-rays. An article of 1913 on "The Widening Field of the MovingPicture" described the "Roentgencinematography" of a radiologist at Cornell Medical College who made a film from a succession of x-rays of a mixture of bismuth subcarbonate and buttermilk as it passed through the intestines.

The two pioneers of Cubism, Picasso and Braque, incorporated the innovations of Cézanne and the cinema and brought about the most important revolution in the rendering of space in painting since the fifteenth century. They abandoned the homogeneous space of linear perspective and painted objects in a multiplicity of spaces from multiple perspectives with x-ray-like views of their interiors. Picasso's first Cubist work, Les Demoiselles d'Avignon (1907), showed two figures in frontal pose but with noses in sharp profile. The seated figure has her back to the viewer but her head is seen from the front. Delaunay's Cubist Eiffel Tower (1910-71; Figure 5) is assembled to suggest the ubiquity of the tower in Parisian life. Houses from different parts of the city are clustered under and about its base like gifts under a Christmas tree. Their windows peer at it from all sides, even from inside it. The lower section is shown from a corner and the ironwork of the rear is perched on the side to indicate both the airiness of the structure and that it can be seen from all directions. Part of the tower has been taken out and upper sections collapsed toward the base to suggest its height. The tower was a particularly good subject because it really could be seen from anywhere and symbo lized the Cubist objective to rearrange objects as seen from multiple perspectives.

One explanation for multiple perspective was that it enabled the Cubists to transcend the temporal limitations of traditional art. In 7910 the essayist Roger Allard described the Cubist painting of Jean Metzinger as "elements of a synthesis situated in time."Z9 The following year Metzinger explained that Cubists have "uprooted theprejudice that commanded the painter to remain motionless in front of the object, at a fixed distance . . . They have allowed themselves to move round the object, in order to give, under the control of intelligence, a concrete representation of it, made up of several successive aspects. Formerly a picture took possession of space, now it reigns also in time."'° In 1913 Apollinaire commented that Cubists have followed scientists beyond the third dimension and "have been led quite naturally . . . to preoccupy themselves with new possibilities of spatial measurement which, in the language of the modern studies, are designated by the term: the fourth dimension."" There was a popular interest in the fourth dimension in France at that time, which might have inspired the Cubists.'Z

In addition to rendering multiple points of view, the Cubists also revised the traditional concept of depth. Formerly artists conceived of painting as the representation of an object in three-dimensional space, but modern artists rejected the notion that art was supposed to represent anything. Rather it must be what it is-a composition of forms on a flat surface. In 1900 the art critic Maurice Denis announced this essential characteristic of modern art: "a picture-before being a war horse, a nude woman, or an anecdote-is essentially a flat surface covered with colors assembled in a certain order."" This flattening was accomplished by the Cubists in part by multiple perspective but also by multiple light sources, the reduction of aerial perspective, and the breakdown of discrete forms and consistent overlapping. All of these techniques can be seen in Braque's Still Life with Violin and Pitcher (191o; Figure 6). The violin is broken up and shown from several points of view. Color is limited to shades of white, black, and brown, and there is no aerial perspective. The wild overlapping suggests forms and depth, but it is impossible to determine exactly what forms in what depths. The light source is ambiguous and casts shadows in different directions, but the fold of paper at the top throws a distinct shadow to the left while the illusionistic nail casts one to the right. This contradiction further interrupts a consistent sense of depth. There is another ambivalence about two- and three-dimensional space with the molding on the wall, which indicates depth clearly at one corner but then breaks into the flatter composition of the rest. The Cubists, like Cézanne, never entirely abandoned depth but reduced it, creating tensions between the world of three dimensions that was their inspiration and the two-dimensionality of painting that was their art. The frompe-l'oeil nail is a symbol of this creative tension. It is the most unambiguously three-dimensional object in the painting and is represented clearly with an identifiable light source, but it also contradicts the illusion of depth by proclaiming that the painting is flat and could be nailed to the wall like a piece of paper. It Is a stake in the heart of the third dimension of painting.

The Cubists' break with the space of traditional art was the subject of an essay of 1912 by Gleizes and Metzinger. They argued that the convergence technique of perspective records only visual space, but to establish pictorial space the artist must react to the world, as does the viewer, with all of the faculties. "It is our whole personality which, contracting or expanding, transforms the plane of the picture. As it reacts, this plane reflects the personality back upon the understanding of the spectator, and thus pictorial space is defined-a sensitive passage between two subjective spaces." Modern art is no longer content with slavishness to the rules of scientific perspective. "The worth of river, foliage, and banks, despite a conscientious faithfulness to scale, is no longer measured by width, thickness, and height, nor the relations between these dimensions. Torn from natural space, they have entered a different kind of space, which does not assimilate the proportions observed." That different kind of space must no longer be confused with "pure visual space or with Euclidean space." It is the space of all of the faculties and emotions and, if it is to be linked with any geometry, it would be a non-Euclidean geometry such as Riemann's."

The proliferation of perspectives and the breakup of a homogeneous three-dimensional space in art seemed to many to be a visible representation of the pluralism and confusion of the modern age. As early as 1923 Picasso tried to defend his achievement from such forced juxtapositions: "Mathematics, trigonometry, chemistry, psychoanalysis, music and whatnot, have been related to Cubism to give it an easier interpretation. All this has been pure literature, not to say nonsense, which has only succeeded in blinding people with theories."'S This is an important reminder that Cubism came out of pressures and challenges within art. Nevertheless Cubism did influence, and was influenced by, other developments. Chronophotography and cinema no doubt had some effect, however indirect, on the way Cubists rendered space and sought to give a sense of the development of an object in time as a construction of successive points of view. X-ray must have had something to do with the Cubist rendering of the interior of solid objects. In spite of Picasso's warning, critics continued to draw parallels between Cubism and a number of other cultural developments. Fritz Novotny suggested that the "alienation of objects from reality" in Cubism was symptomatic of a culture that affirmed the "unreality of place" and that was plagued by nihilism.-16 Siegfried Giedion linked Cubism with a new sense of the many-sidedness of moral and philosophical issues. ' Pierre Francastel saw Cubism as a reflection of the fragmented space of the modern age 3° Max Kozloff saw a connection with the relaxation of rules of grammar where words are run together as in the writing of Joyce .'q Wylie Sypher stressed its similarity to the shifting perspectives of the new cinema and used it as a metaphor for the modern "world without objects."'°

Painters and novelists faced contrasting challenges in reproducing the dimensions of experience. Painters, limited to a single instant, used multiple perspective to portray objects as they came into view in time. Writers, limited to a series of single settings, used multiple perspective to depict different views of objects in space. Proust and Joyce used the technique in several ways.

While riding in a carriage Marcel was moved by the sight of the twin steeples of the church of Martinville, which continually changed position as he approached them along a winding road. His description of the shifting steeples is a literary analog of a Cubist painting .'1 His account of successive views of a sunrise seen through the windows of a speeding train made the connection with painting directly: "1 was lamenting the loss of my strip of pink sky when 1 caught sight of it afresh, but red this time, in the opposite window which it left at a second bend in the line, so that I spent my time running from one window to the other to reassemble, to collect on a single canvas the intermittent antipodean fragments of my fine scarlet, ever-changing morning, and to obtain a comprehensive view of it and a continuous picture."'Z In addition to such multiple perspectives of objects viewed over a relatively short time, there is another proliferation of space in Proust that is produced over long stretches of time by the action of feelings on the settings of important events. After many years Marcel returned to the Bois de Boulogne to try and recapture the pleasures of his childhood. But all was changed. The carriages were replaced by motor cars; the women wore different hats. Space itself, he realized, was as malleable as the objects in it: "The places that we have known belong now only to the little world of space on which we map them for our convenience. None of them was ever more than a thin slice, held between the contiguous impressions that composed our life at that time; remembrance of a particular form is but regret for a particular moment; and houses, roads, avenues are as fugitive, alas, as the years. 43 Spaces are subject to changing perspectives, thoughts, and feelings and suffer the unceasing transformation of things in time.

We have already observed in a discussion of simultaneity how Joyce reconstructed events, such as those in the "Wandering Rocks" episode, from a number of points of view in order to give a fuller sense of them. He also envisaged a multiplicity of coexisting universes of different dimensions. Bloom reflects on the size of his universe and sees it as one of an infinite number enclosed within one another as in a set of Chinese boxes. He thinks of the star Sirius 57,000,000,000,000 miles distant, 900 times as large as the earth, and then of the nebula of Orion in which 100 of our solar systems could be contained. He then considers the infinitesimally small universes around him, "the incalculable trillions of billions of millions of imperceptible molecules contained by cohesion of molecular affinity in a single pinhead" and "the universe of human serum constellated with red and white bodies, themselves universes of void spaces constellated with other bodies." In the final account of his hero, Joyce mocks the convention of giving a precise, single location of action. Bloom is in bed next to Molly and telling her about his day: "Listener S.E. by E.; Narrator N.W. by W.: on the 53rd parallel of latitude, N. and the 6th meridian of longitude, W.: at an angle of 45° to the terrestrial equator.,4' Here the relative position of the two lying head to foot is identified by means of this incongruous navigational jargon, which ironically brings to mind the impossibility of knowing the precise location of bodies in space. We know their exact location on earth, but where is the earth? Moreover, even if we did know that, Joyce implied, it would not reveal the crucial information about place. Odysseus's Mediterranean, Bloom's Dublin, his bed at 7 Eccles Street are not the essential settings, because the real action takes place in a plurality of spaces, in a consciousness that leaps about the universe and mixes here and there in defiance of the ordered diagraming of cartographers. Edmund Wilson has interpreted these shifting perspectives as part of a general movement in European culture. "Joyce is indeed really the great poet of a new phase of human consciousness. Like Proust's or Whitehead's or Einstein's world, Joyce's world is always changing as it is perceived by different observers and by them at different times."'S Thus the two most innovative novelists of the period transformed the stage of modern literature from a series of fixed settings in a homogeneous space into a multitude of qualitatively different spaces that varied with the shifting moods and perspectives of human consciousness.

In geometry and physics, biology and sociology, art and literature attacks were launched on the traditional notions that there is one and only one space and that a single point of view is sufficient to understand anything. Sometimes the historical record is generous and supplies abundant evidence for a cultural change. In this period it also supplied an interpretation of that change with the philosophy of "perspectivism."

After Nietzsche left the university he began to criticize the narrowness of academic thinking-a Platonism that denied the validity of knowledge acquired through the senses, a positivism that was blind to the inherent subjectivity of knowledge. Scholars, he wrote, "knit socks for the spirit."'° He came to life in the clear air outside the academy, and like the Impressionists who discovered a world of new colors en plein air, he found new philosophical topics and a fresh poetic language with which to write about them. In opposition to the positivists' belief in the truth of objective facts, he insisted that there are no such things, only points of view and interpretations, and he urged philosophers "to employ a variety of perspectives and affective interpretations in the service of knowledge." This philosophy was called "perspectivism," and in 1887 he proclaimed its method.

Henceforth, my dear philosophers, let us be on guard against the dangerous old conceptual fiction that posited a "pure, will-less, painless, timeless knowing subject"; let us guard against the snares of such contradictory concepts as "pure reason," "absolute spirituality," "knowledge in itself": these always demand that we should think of an eye that is completely unthinkable, an eye turned in no particular direction, in which the active and interpreting forces, through which alone seeing becomes seeing something, are supposed to be lacking; these always demand of the eye an absurdity and a nonsense. There is only a perspective seeing, only a perspective "knowing"; and the more affects we allow to speak about one thing, the more eyes, different eyes, we can use to observe one thing, the more complete will be our "concept" of this thing, our "objectivity." But to eliminate the will altogether, to suspend each and every affect, supposing we were capable of this-what would that mean but to castrate the intellect?"'

We must look at the world through the wrong end of the telescope as well as the right one, see things inside out and backwards, in bright and dim light. In this philosophy spaces proliferate with points of view. In the twentieth century perspectivism was formalized by the Spanish philosopher José Ortega y Gasset. Rationalists argue that there is one and only one truth that can be grasped by factoring out the errors that arise from viewing things from subjective points of view. Rejecting this approach, Ortega formulated his own theory of perspectivism in 1910: "this supposed immutable and unique reality . . . does not exist: there are as many realities as points of view."'ö In 1914 he made perspective into the stuff of reality: "God is perspective and hierarchy; Satan's sin was an error of perspective. Now, a perspective is perfected by the multiplication of its viewpoints."°9 The rationalist position maintained the homogeneity of space, and Ortega countered that there were as many spaces in reality as there were perspectives on it. In a manifesto for the first issue of the journal El Especfador (1916), he reaffirmed the validity of the individual point of view. Reality is perspective. The war itself, he suggested, was brought about by a narrow-mindedness among nations that failed to see the larger context of their actions. People must react against this "exclusivism" and develop a broad outlook that embraces a multitude of perspectives."

In a lecture on the historical significance of Einstein, Ortega linked perspectivism and the general theory of relativity and maintained that the coincidence of their publication in 1916 was a sign of the time. The two doctrines signified a breakdown of the old notion that there is a single reality in a single, absolute space. "There is no absolute space because there is no absolute perspective. To be absolute, space has to cease being real-a space full of phenomena-and become an abstraction. The theory of Einstein is a marvellous proof of the harmonious multiplicity of all possible points of view. If the idea is extended to morals and aesthetics, we shall come to experience history and life in a new way."5' He also suggested ethical and political consequences. The peace broke down in Europe because each nation was fixed in a narrow outlook. The British "white man's burden," the French "mission civilisatrice," and the German "deutsche Kultur" were but different points of view on the same landscape, but each nation viewed its own as the only true one.

Ortega once described perspectivism in terms applicable to Cubism: "The truth, the real, the universe, life . . . breaks up into innumerable facets and vertices, each of which presents a face to an individual."s2 His philosophy itself reflected many others. He was influenced by, or noted parallels to, Riemann, Lobatchewsky, Mach, Einstein, Uexküll, Proust, and Joyce and shared their restlessness with conventional notions about the sanctity of a single space or point of view. He challenged what he felt to be an arrogance deeply embedded in Western culture, an egocentrism that believed that one point of view-be it that of a mathematician, philosopher, or nation-was alone correct. Knowledge progresses and cultures advance as the diversity of concrete experience is allowed to be heard. The world is understood by the observer who localizes reality "in the current of life which flows from species to species, from people to people, from generation to generation and from individual to individual, gradually possessing itself of more and more universal reality.",' There is danger that such a philosophy of perspective can become a runny, undisciplined pluralism, an excuse for having no point of view at all, but in this period it provided a corrective to the epistemological and aesthetic egocentrism that had dominated Western culture for so long.

Durkheim's theory of the social relativity of space gave weight to societies outside the Western world, and even Spengler was able to appreciate the broad range of achievements of cultures based on a different sense of space. Ortega's philosophy of perspectivism in its social and political implications lined up clearly on the side of pluralism and democracy against monism and monarchy. It implied that the voices of many, however untrained or chaotic, are a desirable check on the judgment of a single class, a single culture, or a single individual. Even Nietzsche, who had contempt for democracy and who railed against the leveling effect of the masses, understood that the overman must achieve transcendence through a continual struggle, and hence dialogue, with the masses. Zarathustra repeatedly returned to the masses, even though he was always misunderstood and continually threatened by contact with them. Although these various arguments on behalf of the heterogeneity of space did not always address themselves to the social and political terms of social equality versus social privilege and democracy versus monarchy, they form part of a general cultural reorientation in this period that w entially pluralistic and democratic.


APOLLINAIRE

Guillaume Apollinaire (1880-1918) whose real name was Wilhelm Apollinaris de Kostrowitzki, was born in Rome of halo-Polish extraction. His talent and his artistic activities (he earned his living for a while by preparing new editions of old French pornographic classics) mirrored a complex ancestry and a somewhat unusual education. Close to the poets and painters of the early Cubist movement, himself a poet of great originality and some distinction, he set out to introduce Cubism to the public in terms that the public, even if it should depart from the usual steadfast indifference toward marginal artistic activities, would hardly understand or appreciate; but he has left us an excellent statement of the aims and attitudes of his friends. As a banker commented who was being shown over the New York Armory show of 1913: "Something is wrong with the world. These men know:"

Wounded in the war, his health and to some extent also his mind impaired, Apollinaire succumbed to the influenza epidemic that swept Europe in 1918; but before he died he had joined Dada in 1917 and, perhaps, invented Surrealism. Certainly, with its mixture of erudition and dreamlike lyricism, his poetry provided an important bridge between Symbolism and Surrealism, a bridge that many of his contemporaries utilized.

On Painting

The plastic virtues: purity, unity, and truth, keep nature in subjection.

The rainbow is bent, the seasons quiver, the crowds push on to death, science undoes and remakes what already exists, whole worlds disappear for ever from our understanding, our mobile images repeat themselves, or revive their vagueness, and the colors, the odours, and the sounds to which we are sensitive astonish us, then disappear from nature-all to no purpose.

This monster beauty is not eternal.

We know that our breath has had no beginning and will never cease, but our first conceptions are of the creation and the end of the world.

However too many painters still adore plants, stones, the sea, or men.

We quickly get used to the bondage of the mysterious. And servitude ends by creating real delights.

Workers are allowed to control the universe, yet gardeners have even less respect for nature than have artists.

The time has come for us to be the masters. And good will is not enough to make victory certain. 

On this side of eternity dance the mortal forms of love, whose accursed discipline is summed up by the name "nature."

Flame is the symbol of painting, and the three plastic virtues burn with `. radiance.

Flame has a purity which tolerates nothing alien and cruelly transforms in its image whatever it touches.

Flame has a magical unity; if it is divided, each fork will be like the single flame.

Finally it has the sublime and incontestable truth of its own light.

Good western painters of this period hold to their purity without regard to natural forces.

Purity is a forgetting after study. And for a single pure artist to die, it t would be necessary for all pure artists of past ages to have never existed.

Painting purifies itself in Europe with the ideal logic which the older painters handed on to the new ones, as if giving them life.

And that is all.

This painter finds pleasure, that one pain; one squanders his inheritance, another becomes rich, and still others have nothing but life.

And that is all.

You cannot carry around on your back the corpse of your father. You leave him with the other dead. You remember him, miss him, speak of him with', admiration. And if you become a father yourself, you cannot expect one of 'h your children to be willing to split in two for the sake of your corpse.

But in vain do our feet relinquish the soil which holds the dead.

To insist on purity is to baptize instinct, to humanize art, and to deify per-. sonality.

The root, the stem and the flower of the lily, instance the development of purity to its symbolical blossoming.

All bodies stand equal before light, and their modifications are determined by this dazzling power which moulds them according to its will.

We do not know all the colors. Each of us invents new ones.

But above all, the painter must contemplate his own divinity, and the pictures which he offers to the admiration of men will confer upon them, likewise, the glory of exercising their divinity-if only for a moment. To achieve this, it is necessary to encompass in one glance the past, the present, and the future.

The canvas should present that essential unity which alone can elicit ecstasy.

Then nothing unstable will send us off half-cocked. We will not be suddenly turning back. Free spectators, we will not sacrifice our life to our curiosity. The smugglers of appearances will not be able to get their contraband past the salt statues before our customs-house of reason.

We will not go astray in the unknown future, which, severed from eternity, is but a word fated to tempt man.

We will not waste our strength on the too-fugitive present; the fashionable, for the artist, can only be the mask of death.

The picture will exist ineluctably. The vision will be entire, complete, and its infinity, instead of indicating some imperfection, will simply express the relation between a newly created thing and a new creator, nothing more. Otherwise there would be no unity, and the connection which the different points of the canvas have with various dispositions, objects, and lights, would reveal only an assemblage of odds and ends, lacking all harmony.

For while an infinite number of creatures, each testifying to its creator, can exist without any one creation encroaching on the space of the others, yet it is impossible to conceive them all at once, and death results from their juxtaposition, their union, their love.

Each god creates in his own image, and so do painters. Only photographers manufacture duplicates of nature.

Neither purity nor unity counts without truth, which cannot be compared to reality, since it is always the same, subsisting beyond the scope of nature, which strives to imprison us in that fatal order of things limiting us to the nearly animal.

Artists are above all men who want to become inhuman.

Painfully they search for traces of inhumanity, traces which are to be found nowhere in nature.

These traces are clues to truth, aside from which there is no reality we can know.

But reality will never be discovered once and for all. Truth is always new. Otherwise truth would be a system even more wretched than nature itself.

But such pitiful truths, more distant, less distinct, less real each day, would reduce painting to a sort of plastic writing, intended simply to facilitate communication between people of the same race.

In our times, a machine to reproduce such signs would be quickly invented.

Many new painters limit themselves to pictures which have no real subjects. And the titles which we find in the catalog are like proper names, which designate men without characterizing them.

There are men named Stout who are in fact quite thin, and others named White who are very dark; well now, I have seen pictures entitled Solitude containing many human figures.

In the cases in question, the artists even condescend at times to use vaguely explanatory words such as Portrait, Landscape, and Still-life; however, many young painters use as a title only the very general term Painting.

These painters, while they still look at nature, no longer imitate it, and carefully avoid any representation of natural scenes which they may have observed, and then reconstructed from preliminary studies.

Real resemblance no longer has any importance, since everything is sacrificed by the artist to truth, to the necessities of a higher nature whose existence he assumes but does not lay bare. The subject has little or no importance.'; more.

Generally speaking, modern art repudiates most of the techniques of pleasing devised by the great artists of the past. ; .j

While the goal of painting is today, as always, the pleasure of the eye, the art-lover is henceforth asked to expect delights other than those which looking at natural objects can easily provide.

Thus we are moving towards an entirely new art which will stand, with respect to painting as envisaged heretofore, as music stands to literature.

It will be pure painting, just as music is pure literature.

The music-lover experiences, in listening to a concert, a joy of a different order from the joy given by natural sounds, such as the murmur of the brook, uproar of a torrent, the whistling of the wind in a forest; or the h monies of human speech based on reason rather than on esthetics.

In the same way, the new painters will provide their admirers with artist sensations by concentrating exclusively on the problem of creating harmony with unequal lights.

Everybody knows the story told by Pliny about Apelles and Protogenes...l clearly illustrates the esthetic pleasure resulting solely from the contradictory harmonies referred to above.

Apelles landed, one day, on the isle of. Rhodes, and went to see the work . of Protogenes who lived there. Protogenes was not in the studio when Ape , arrived. An old woman was there; looking after the large canvas which

painter had prepared. Instead of leaving his name, Apelles drew on canvas a line so subtle that nothing happier could be conceived.

Returning, Protogenes saw the line, recognized the hand of Apelles, a drew on the litter's line another line of another color, one even more sub so that it seemed as if there were three lines.

Apelles came back the next day, and again did not find his man; subtlety of the line which he drew this time caused Protogenes to despair The sketch aroused for many years the admiration of connoisseurs, who co ntemplated it with as much pleasure as if it had depicted gads and goddesses instead of-almost invisible lines.

The secret aim of the young painters of the extremist schools is to produce pure painting. Theirs is an entirely new plastic art. It is still in its beginning and is not yet as abstract as it would like to be. Most of the new painter depend a good deal on mathematics, without knowing it; but they have no yet abandoned nature, which they still question patiently, hoping to learn they right answers to the questions raised by life.

A man like Picasso studies an object as a surgeon dissects a cadaver. -1

This art of pure painting, if it succeeds in freeing itself from the art of the past, will not necessarily cause the latter to disappear; the development

Of music has not brought in its train the abandonment of various genres of literature, nor has the acridity of tobacco replaced the savoriness of food.

The new artists have been violently attacked for their preoccupation with geometry. Yet geometrical figures are the essence of drawing. Geometry, the science of space, its dimensions and relations, has always determined the norms and rules of painting.

Until now, the three dimensions of Euclid's geometry were sufficient to the restiveness felt by great artists yearning for the infinite.

The new painters do not propose, any more than did their predecessors, to be geometer. But it may be said that geometry is to the plastic arts what grammar is to the art of the writer. Today, scientists no longer limit themselves to the three dimensions of Euclid. The painters have been led, quite naturally, one might say by intuition, to preoccupy themselves, with the new possibilities of spatial measurements which, in the language of the modern studios, are designed by the term: the fourth dimension.

Regarded from the plastic point of view, the fourth dimension appears to spring from the three known dimensions: it represents the immensity of space, eternalizing itself in all dimensions at any given moment. It is space itself, the dimension of the infinite; the fourth dimension endows objects with plasticity. It gives the object its right proportions on the whole, whereas in Greek art for instance, a somewhat mechanical rhythm constantly destroys the proportions.

Greek art had a purely human conception of beauty. It took man as a measure of perfection. But the art of the new painters takes the infinite universe as its ideal, and it is to this ideal that we owe a new norm of the perfect, one which permits the painter to proportion objects in accordance with the degree of plasticity he desires them to have.

Nietzsche divined the possibility of such an art:

"Oh divine Dionysius, why pull my ears?" Ariadne asks her philosophical lover in one of the celebrated dialogues on the isle of Naxos. "I find something pleasant and delightful in your ears, Ariadne; why are they not even longer ? "

Nietzsche, in relating this anecdote, puts into the mouth of Dionysius an implied condemnation of all Greek art.

Finally, I must point out that the fourth dimension-this utopian expression should be analysed and explained so that nothing more than historical interest may be attached to it-has come to stand for the aspirations and premonitions of the many young artists who contemplate Egyptian, Negro, and Oceanic sculptures, meditate on various scientific works, and live in the anticipation of a sublime art.

Wishing to attain the proportions of the ideal, to be no longer limited to the human, the young painters offer us works which are more cerebral than sensual. They discard more and more the old art of optical illusion and local proportion in order to express the grandeur of metaphysical forms. This is why contemporary art, even if it does not directly stem from specific religious beliefs, nonetheless possesses some of the characteristics of great, that is to say, religious art.

It is the social function of great poets and artists to renew continually the appearance nature has for the eyes of man.

Without poets, without artists, men would soon weary of nature's monotony. The sublime idea men have of the universe would collapse with dizzying speed. The order which we find in nature, and which is only an effect of art, would at once vanish. Everything would break up in chaos. There would be no seasons, no civilization, no thought, no humanity; even life would give way, and the impotent void would reign everywhere.

Poets and artists plot the characteristics of their epoch, and the future docilely falls in with their desires.

The general form of an Egyptian mummy is in conformity with the figures drawn by Egyptian artists, and yet the ancient Egyptians were far from being all alike. They simply conformed to the art of their time.

To create the illusion of the typical is the social role and peculiar end of art. God knows how the pictures of Monet and Renoir were abused! Very well! But one has only to glance at some photographs of the period to see how closely people and things conformed to the pictures of them by these great: painters.

Since of all the plastic products of an epoch, works of art have the most energy, this illusion seems to me quite natural. The energy of art imposes itself on men, and becomes for them the plastic standard of the period. Thus,''-` those who mock the new painters are actually laughing at their own features,' for people in the future will portray the men of today to be as they are repres ented in the most alive, which is to say, the newest art of our time. And do not tell me there are today various other schools of painting in whose images humanity will be able to recognize itself. All the art works of an epoch end by resembling the most energetic, the most expressive, and the most typical works of the period. Dolls belong to popular art; yet they always seem to be: inspired by the great art of the same epoch. This is a truth which can easily. be verified. Yet who would dare to say that the dolls which were sold at bar= gain counters, around 1800, were shaped by a sentiment akin to what Renoir felt when he painted his portraits? No one perceived the relationship then But this only means that Renoir's art was sufficiently energetic to take hold of our senses, even though to the general public of the epoch in which he made his debut his conceptions seemed absurd and foolish.

There has been a certain amount of suspicion, notably in the case of the most recent painters, of some collective hoax or error.

But in all the history of art there is not a single instance of such general collaboration in artistic fraud or error. There are, indeed, isolated cases of mystification and blundering. But the conventional elements of which works of art are to a great extent composed guarantee the impossibility of such instances becoming general.

If the new school of painting were indeed an exception to this rule, it would be so extraordinary as to verge on the miraculous. As readily imagine all the children of a country born without heads, legs, or arms, an obvious absurdity. There are no collective errors or hoaxes in art; there are only various epochs and dissimilar schools. Even if the aims pursued by these schools are not all equally elevated or equally pure, all are equally respectable, and, according to the ideas one has of beauty, each artistic school is successively admired, despised, and admired once more.

The new school of painting is known as cubism, a name first applied to it in the fall of 1908 in a spirit of derision by Henri Matisse, who had just seen a picture of some houses whose cube-like appearance had greatly struck him,

The new esthetics was first elaborated in the mind of Andre Derain, but the most important and audacious works the movement at once produced were those of a great artist, Pablo Picasso, who must also be considered one of the founders: his inventions, corroborated by the good sense of George Braque, who exhibited a cubist picture at the Salon des Independants as early as 1908 were envisaged in the study of Jean Metzinger, who exhibited the first cubist portrait (a portrait of myself) at the Salon des Independants in 1910 and who in the same year managed to induce the jury of the Salon d'Automne to admit some cubist paintings. It was also in 1910 that pictures by Robert Delaunay, Marie Laurencin and Le Fauconriier, who all belonged to the same school, were exhibited at the Independants.

The first group exhibition of the cubists, who were becoming more numerous, took place in 1911 at the Independants. Room 41, which was devoted to their works, made a deep impression. There were the knowing and seductive works of Jean Metzinger; some landscapes, Male Nude and Women with Phlox by Albert Gleizes; Portrait of Mme Fernande X and Young Girls by Marie Laurencin; The Tower, by Robert Delaunay, Abundance by Le Fauconnier, and Landscape with Nudes, by Fernand Leger.

That same year the cubists made their first appearance outside France, in Brussels; and in the preface to the catalog of this exhibition, I accepted on behalf of the exhibitors the appellations: cubism and cubist.

Towards the end of 1911 the exhibition of the cubists at the Salon d'Automne made a considerable stir, and Gleizes (The Hunt, Portrait of Jacques Nayral), Metzinger (Woman with Spoon), and Fernand Leger, were ridiculed without mercy. A new painter, Marcel Duchamp, had joined the group, as had the sculptor-architect Duchamp-Villon.

Other group exhibitions were held in November, 1911 (at the Galerie d'Art Contemporain, rue Tronchet, Paris), and in 1912 (at the Salon des lndependants; this show was marked by the debut of Juan Gris); in May of the same year another cubist exhibition was held in Spain (Barcelona welcomed the young Frenchmen with enthusiasm); finally in June, at Rouen, an exhibition was organized by the Societe des Artistes Normands (important for presenting Francis Picabia, who had just joined the new school).

Cubism differs from the old schools of painting in that it aims, not at an art of imitation, but at an art of conception, which tends to rise to the height of creation.

In representing conceptualized reality or creative reality, the painter can give the effect of three dimensions. He can to a certain extent cube. But not by simply rendering reality as seen, unless he indulges in trompe l'oeil, in foreshortening, or in perspective, thus distorting the quality of the forms conceived or created.

I can discriminate four trends in cubism. Of these, two are pure, and along parallel lines.

Scientific cubism is one of the pure tendencies. It is the art of painting new structures out of elements borrowed not from the reality of sight, but from the reality of insight. All men have a sense of this interior reality. A man does not have to be cultivated in order to conceive, for example, of a round form.

The geometrical aspect which made such an impression on those who saw the first canvases of the scientific cubists, came from the fact that the essential reality was rendered with great purity, while visual accidents and anecdotes had been eliminated. The painters who follow this tendency are: Picasso, whose luminous art also belongs to the other pure tendency of cubism, Georges Braque, Albert Gleizes, Marie Laurencin, and Juan Gris.

Physical cubism is the art of painting new structures with elements borrowed, for the most part, from visual reality. This art, however, belongs in the cubist movement because of its constructive discipline. It has a great future as historical painting. Its social role is very clear. But it is not a pure art. It confuses what is properly the subject with images. The painter-physicist who created this trend is Le Fauconnier.

Orphic cubism is the other important trend of the new art school. It is the art of painting new structures out of elements which have not been borrowed from the visual sphere, but have been created entirely by the artist himself, and been endowed by him with fulness of reality. The work of the Orphic artist must simultaneously be a pure esthetic pleasure, a structure which is self-evident, and a sublime meaning, that is, a subject. This is pure art. The light in Picasso's paintings is based on this conception, to which Robert Delaunay's inventions have contributed much, and towards which Fernand Leger, Francis Picabia, and Marcel Duchamp are also addressing themselves

Instinctive cubism, the art of painting new structures of elements which are not borrowed from visual reality, but are suggested to the artist by In stinct and intuition, has long tended towards Orphism. The instinctive art lacks lucidity and an esthetic doctrine; instinctive cubism includes a far number of artists. Born of French Impressionism, this movement has now spread all over Europe.

Cezanne's last paintings and his water colors belong to cubism, but Court is the father of the new painters; and Andre' Derain, whom I propose to d cuss some other time, was the eldest of his beloved sons, for we find him the beginning of the fauvist movement, which was a kind of introduction cubism, and also at the beginning of this great subjective movement; but would be too difficult today to write discerningly of a man who so wilful stands apart from everyone and everything.

The modern school of painting seems to me the most audacious that h ever appeared. It has posed the question of what is beautiful in itself.

It wants to visualize beauty disengaged from whatever charm man has f. men, and until now, no European artist has dared attempt this. The new artists demand an ideal beauty, which will be, not merely the proud expression of the species, but the expression of the universe, to the degree that it h. been humanized by light.

The new art clothes its creations with a grandiose and monumental appearance which surpasses anything else conceived by the artists of our time Ardent in its search for beauty, it is noble and energetic, and the reality brings us is marvellously clear. I love the art of today because above all el! I love the light, fur man loves light more than anything; it was he who invented fire.



Guillaume Apollinaire, Poems

Zone

You are tired at last of this old world

O shepherd Eiffel Tower the flock of bridges bleats at the morning

You have had enough of life in this Greek and Roman antiquity

Even the automobiles here seem to be ancient

Religion alone has remained entirely fresh religion

has remained simple like the hangars at the airfield . . . 

This morning I saw a pretty street whose name I have forgotten

Shining and clean it was the sun’s bugle

Executives and workers and lovely secretaries

From Monday morning to Saturday evening pass here four times a day

In the morning the siren wails three times

A surly bell barks around noon

Lettering on signs and walls

Announcements and billboards shriek like parrots

I love the charm of this industrial street . . . 

Now you are on the shore of the Mediterranean

Under the lemon trees which blossom all year

With your friends you take a boat ride

You are in the garden of an inn on the outskirts of Prague

You feel completely happy a rose is on the table

And instead of writing your story in prose you watch

The rosebug which is sleeping in the heart of the rose . . .

Here you are in Marseilles amid the watermelons

Here you are in Coblenz at the Hotel of the Giant

Here you are in Rome sitting under a Japanese medlar tree . . .

You are alone the morning is almost here

The milkmen rattle their cans in the street

The night departs like a beautiful half-caste

False Ferdine or waiting Leah

And you drink this burning liquor like your life

Your life which you drink like an eau-de-vie

You walk toward Auteuil you want to walk home on foot

To sleep among your fetishes from Oceania and Guinea

They are all Christ in another form and of another faith

They are inferior Christs obscure hopes

Adieu adieu

The sun a severed neck

Vintage Month

. . . One night walking along dark deserted quays

On the way back to Auteuil I heard a voice 

Which gravely sang with measured silences 

So that the clear lament of other distant voices

Might reach the banks of the Seine.

I listened long to all those songs and cries 

Which woke in the night the song which Paris sings

I am thirsty cities of France and of Europe and of the world

Come flow into the cavern of my throat.

These grapes which the sun begets from our senses

Sacrifice themselves to quench your thirst too eager a marvel

We bring you all intellects graveyards and walls

The cradles filled with cries you do not hear

And upstream and downstream the rivers of our thoughts

The ears of schools and our hands

Held like steeples with the fingers extended

And we shall also bring that supple reasoning

Which mystery can shut out like the door of a house

The courtly mystery of gallantry and that fatal fatal mystery of another life. . . 

The entire universe concentrated in this wine

Which contained oceans animals plants

Cities destinies and stars which sing

Men on their knees on the bank of heaven

And docile iron our good companion

Fire which one must love as one loves oneself. . . 

What Paris was thirsty for was presented to me then

Actions beautiful days terrible sleeps

Vegetations Couplings eternal music

Movements Adorations divine grief

Worlds which resemble eath other and resemble us

I have drunk you without quenching my thirst

But I have known since then the flavour of the universe

I am drunk from having swallowed all the universe

On the quay where I saw the darkness flowing and the barges sleeping

Listen to me I am the gullet of all Paris

And I shall drink the universe again if I want

Listen to my songs of universal drunkenness

And the September night drew slowly to a close

The red fires of the bridges dissolved in the Seine

The stars died and day was barely visible

War


The central combat sector

Contact by listening post

Or shoot in the direction of “audible noises”

The young men in the class of 1915

And these electrified wires

Yet don’t cry about these horrors of war

Before it we only had the surface

Of the earth and of the sea

After it we shall have the depths

The underground and free space overhead

Men at the tiller

Afterwards afterwards

We shall have all the joys

Of conquerors who rest

Women Games Factories Commerce

Industry Agriculture Iron

Fire Crystal Speed

Voice Light Touch separately

And together in the touch of distant things

Of far greater distances

Beyond this earth even

The Pretty Read-Head

Behold me before all a man of good sense

Knowing life and of death what a living man can know

Having experienced the griefs and the joys of love

Having been able to assert his ideas on occasion. . . 

Between us and for us my friends

I pronounce judgement on this long quarrel of tradition and innovation 

Of Order and Adventure

You whose mouths are made in the image of God’s

Mouths which are order itself

Be indulgent when you compare us

To those who have been the perfection of order

We who seek everywhere for adventure

We are not your enemies

We wish to offer you vast and strange domains

Where flowering mystery offers itself to whoever wishes to pick it

There are new fires there and colors never yet seen

A thousand imponderable phantasms

To which reality must be given

We would explore goodness a vast country where everything is silent

There is also time which one can banish or call back

Pity us who fight always in the front lines

Of the limitless and of the future

Pity our errors pity our sins. . . 

But laugh laugh at me

Men from anywhere above all men of this place

For there are so many things I dare not tell you

So many things you will not let me say

Have pity on me



Background:

Magdalena Dabrowski, "Kandinsky: Compositions"

Kandinsky and Music

"The term "Composition" can imply a metaphor with music. Kandinsky was fascinated by music's emotional power. Because music expresses itself through sound and time, it allows the listener a freedom of imagination, interpretation, and emotional response that is not based on the literal or the descriptive, but rather on the abstract quality that painting, still dependent on representing the visible world, could not provide. 

"Kandinsky's special understanding of the affinities between painting and music and his belief in the Gesamtkunstwerk, or the total work of art, came forth in his text "On Stage Composition," his play "Yellow Sound," and his portfolio of prose poems and prints Klange (Sounds, 1913). Music can respond and appeal directly to the artist's "internal element" and express spiritual values, thus for Kandinsky it is a more advanced art. In his writings Kandinsky emphasizes this superiority in advancing toward what he calls the epoch of the great spiritual. 

"Wagner's Lohengrin, which had stirred Kandinsky to devote his life to art, had convinced him of the emotional powers of music. The performance conjured for him visions of a certain time in Moscow that he associated with specific colors and emotions. It inspired in him a sense of a fairy-tale hour of Moscow, which always remained the beloved city of his childhood. His recollection of the Wagner performance attests to how it had retrieved a vivid and complex network of emotions and memories from his past: "The violins, the deep tones of the basses, and especially the wind instruments at that time embodied for me all the power of that pre-nocturnal hour. I saw all my colors in my mind; they stood before my eyes. Wild, almost crazy lines were sketched in front of me. I did not dare use the expression that Wagnet had painted 'my hour' musically." 

"It was at this special moment that Kandinsky realized the tremendous power that art could exert over the spectator and that painting could develop powers equivalent to those of music. He felt special attraction to Wagner, whose music was greatly admired by the Symbolists for its idea of Gesamtkunstwerk that embraced word, music, and the visual arts and was best embodied in Wagner's The Ring of the Nibelung, with its climax of global cataclysm. One can also presume that Kandinsky, philosophically a child of the German Romantic tradition, was strongly attracted to Wagner's use of medieval Germanic myths and legends, including those of the world's creation and destruction, as symbols that allowed for the translation of his philosophical attitudes toward the world view, religion, and love. For instance, Kandinsky was enthralled by Tristan and Isolde as an expression of undying love and spiritual transformation. But in Wagner there is also an affinity with the philosophy of Schopenhauer, who considered music to be of central importance in man's emotional life. 

"Among his musical contemporaries, Kandinsky admired the work of Aleksander Scriabin, whose innovations he found compatible with his own objectives in painting. What especially intrigued Kandinsky were Scriabin's researches toward establishing a table of equivalencies between tones in color and music, a theory that Scriabin effectively applied in his orchestral work Prometheus: A Poem of Fire (1908). These tonal theories parallel Kandinsky's desire to find equivalencies between colors and feelings in painting: indeed, one of the illustrations included in the essay on Scriabin published in the Blaue Reiter Almanac was a color reproduction of Composition IV. 

"Kandinsky's conviction that music is a superior art to painting due to its inherent abstract language came out forcefully in the artist's admiration for the music of the Viennese composer Arnold Schoenberg, with whom he initiated a longstanding friendship and correspondence and whose Theory of Harmony (1911) coincided with Kandinsky's On the Spiritual in Art. Kandinsky's complex relationship to Schoenberg's music is central to his concept of Composition, since Schoenberg's most important contribution to the development of music, after all, occurred in the area of composition. 

"Schoenberg's innovations, such as discarding chromaticism and abandoning tonal and harmonic conventions, unleashed a new future for musical explorations and formed an important turning point for compositional practice. In particular, two of the composer's innovations radically opened musical compositional structures. Beginning with his First String Quartet in 1905, Schoenberg introduced a chromatic structure that he defined as a "developing variation," in which there was a continual evolution and transformation of the thematic substance of the musical piece, rejecting thematic repetition. This inspired the constant unfolding of an unbroken musical argument without recourse to the svmmetrical balances of equal phrases or sections and their corresponding thematic content. As a result of this practice, Schoenberg achieved a musical continuum that was richly structured, densely polyphonic, and in which all parts were equally developmental. 

"These new compositional structures led him toward free chromaticism, which emphasized nonharmonic tones and "emancipation of dissonance" (i.e., unresolved dissonance), one of the principal features of atonal music. Having such constant transformations, rather than the repetition of melodic pattern, endowed the work with a totally unconventional psychological depth, evocative power, and emotional strength. Schoenberg's innovations, which permitted any pitch configuration, ruptured traditional conventions of musical composition. 

"The magnitude of this revolutionary change can be compared to the fundamental transformation in Kandinsky's painting from a figurative idiom to free, expressive, abstract work. The kinship between Kandinsky and Schoenberg (who was also influenced by the philosophy of Schopenhauer) is a special example of the intellectual affinity of artists in search of new vehicles for expressing their inner emotions. These diverse artistic and philosophical influences were all important for the conception of Kandinsky's first seven Compositions before World War I. 

"Although Kandinsky created Composition I about a year before he became immersed in Schoenberg's new musical concepts, the objectives of his pictorial search seem nevertheless to coincide with those of the composer. As Schoenberg had done, Kandinsky searched for a free chromatic field, probably best exemplified in his Composition VII (1913), where richly structured, polyphonic motifs create spatial and compositional ambiguities, visual beauty, emotional impact, and intellectual stimulation. The elements "constructing" Kandinsky's Compositions that are at first glance abstract, such as in the three pre-war works, Compositions V, VI, and VII, could be compared to Schoenberg's use of unresolved dissonance: one dissonance, followed by another, and then the next, without completing the expectations of the musical destination. In Kandinsky's Compositions, numerous motifs-either abstracted from natural objects as in the first six works, or more purely abstract as in Composition VII-are organized into visual structures that can be experienced simultaneously, without expecting a resolution, and that can exert emotional impact on the viewer on several physical, psychological, and emotional levels. 

"In his conclusion to On the Spiritual in Art, Kandinsky again resorts to a musical metaphor to describe the deliberately cloaked pictorial construction of form and color. In a passage in which he is primarily concerned with the issues of composition and where Composition II is reproduced as a reference, he divides compositions into two groups: "1. Simple composition, which is subordinated to a clearly apparent simple form. I call this type of composition melodic. 2. Complex composition, consisting of several forms, again subordinated to an obvious or concealed principal form. This principal form may externally be very hard to find, whereby the inner basis assumes a particularly powerful tone. This complex type of composition I call symphonic." 

"He goes on to discuss diverse elements of the Compositions in overtly musical terms, clarifying his understanding of a melodic composition as being that in which the objective element is eliminated to leave only the basic pictorial form-such as simple geometrical forms or a structure of simple lines that create general movement. The movement is either repeated in the individual parts of the painting or is varied by using different lines or forms. These are compositions that possess a simple inner soul; their creation and perception occur on a less complex level, where the perceptual and spiritual elements are fairly simple. 

"In Kandinsky's view, melodic compositions were revitalized by Paul Cézanne and later by the Swiss Symbolist Ferdinand Hodler. As an example of melodic composition, Kandinsky illustrated Cézanne's Large Bathers within the text of On the Spiritual in Art, stating that the picture represents "an example of this clearly laid out, melodic composition with open rhythms." Indeed, one observes a clear rhythm in the arrangement of trees and the figures gathered under the triangular canopy of rhythmically leaning trees. As in a musical composition, the rhythms add vitality to the pictorial composition, inviting the eye to travel from one form to the next according to a regularly determined motion. 

"The section on rhythm in his conclusion to On the Spiritual in Art reveals much about Kandinsky's philosophical approach, whereby every phenomenon in nature, not only in music but also in painting, has its own structural rhythm. He felt that numerous pictures, especially woodcuts and miniatures from earlier periods, represented excellent examples of "complex 'rhythmic' composition with a strong intimation of the symphonic principle. Among these types he included the work of old German masters, of the Persians and the Japanese, Russian icons, and particularly Russian folk prints. But he observed that in most of these early works the symphonic composition is very closely tied to the melodic one, where principally the objective element underlies the structure. 

"For Kandinsky, if that objective element of a painting were taken away, the building blocks of the composition would reveal themselves to cause a feeling of repose and tranquil repetition, of well-balanced parts. A similar feeling is evoked by diverse modes of musical expression, for instance early choral music or the music of Mozart or Beethoven . However, when the objective element is in place, especially beginning with Composition IV, all of the juxtapositions, conflicts, and dissonances are arranged in a manner that parallels Schoenberg's own innovations." 

Excerpted from "Kandinsky: Compositions," by Magdalena Dabrowski http://www.artchive.com/artchive/K/kandinsky.html]



Kandinsky, Concerning the Spiritual in Art
V: The Effect of Color 

If you let your eye stray over a palette of colors, you experience two things. In the first place you receive a purely physical effect, namely the eye itself is enchanted by the beauty and other qualities of color. You experience satisfaction and delight, like a gourmet savoring a delicacy. Or the eye is stimulated as the tongue is titillated by a spicy dish. But then it grows calm and cool, like a finger after touching ice. These are physical sensations, limited in duration. They are superficial, too, and leave no lasting impression behind if the soul remains closed. Just as we feel at the touch of ice a sensation of cold, forgotten as soon as the finger becomes warm again, so the physical action of color is forgotten as soon as the eye turns away. On the other hand, as the physical coldness of ice, upon penetrating more deeply, arouses more complex feelings, and indeed a whole chain of psychological experiences, so may also the superficial impression of color develop into an experience. 

On the average man, only impressions caused by familiar objects will be superficial. A first encounter with any new phenomenon exercises immediately an impression on the soul. This is the experience of the child discovering the world; every object is new to him. He sees a light, wishes to hold it, burns his finger and feels henceforth a proper respect for flame. But later he learns that light has a friendly side as well, that it drives away the darkness, makes the day longer, is essential to warmth and cooking, and affords a cheerful spectacle;: From the accumulation of these experiences comes a knowledge of light, in-delibly fixed in his mind. The strong, intensive interest disappears, and the visual attraction of flame is balanced against indifference to it. In this way the whole world becomes gradually disenchanted. The human being realizes that trees give shade, that horses run fast and automobiles still faster, that dogs bite, that the moon is distant, that the figure seen in a mirror is not real. 

Only with higher development does the circle of experience of different beings and objects grow wider. Only in the highest development do they acquire an internal meaning and an inner resonance. It is the same with color, which makes a momentary and superficial impression on a soul whose sensibility is slightly developed. But even this simplest effect varies in quality. The eye is strongly attracted by light, clear colors, and still more strongly by colors that are warm as well as clear; vermilion stimulates like flame, which has always fascinated human beings. Keen lemon-yellow hurts the eye as does a prolonged and shrill bugle note the ear, and one turns away for relief to blue or green.

But to a more sensitive soul the effect of colors is deeper and intensely  moving. And so we come to the second result of looking at colors: their psychological effect. They produce a correspondent spiritual vibration, and it is only as a step towards this spiritual vibration that the physical impression is of importance.  

Whether the psychological effect of color is direct, as these last few lines imply, or whether it is the outcome of association, is open to question. The soul being one with the body, it may well be possible that a psychological tremor generates a corresponding one through association. For example, red may cause a sensation analogous to that caused by flame, because red is the color of flame. A warm red will prove exciting, another shade of red will cause pain or disgust through association with running blood. In these cases color awakens a corresponding physical sensation, which undoubtedly works poignantly upon the soul.

If this were always the case, it would be easy to define by association the physical effects of color, not only upon the eye but the other senses. One might say that bright yellow looks sour, because it recalls the taste of a lemon. But such definitions are not universal. There are several correlations between taste and color which refuse to be classified. A Dresden doctor reported that one of his patients, whom he designated as an "exceptionally sensitive person," could not eat a certain sauce without tasting "blue," i.e., without "seeing blue."1 It would be possible to suggest, by way of explanation, that in highly sensitive people the approach to the soul is so direct, the soul itself so impressionable, that any impression of taste communicates itself immediately to the soul, and thence to the other organs of sense (in this case, the eyes). This would imply an echo or reverberation, such as occurs sometimes in musical  instruments which, without being touched, sound in harmony with an instrument that is being played. Men of sensitivity are like good, much-played violins which vibrate at each touch of the bow. 

But sight has been known to harmonize not only with the sense of taste but with the other senses. Many colors have been described as rough or prickly, others as smooth and velvety, so that one feels inclined to stroke them (e.g., dark ultramarine, chromoxide green, and madder-lake). Even the distinction between warm and cool colors is based upon this discrimination. Some colors appear soft (madder-lake), others hard (cobalt green, blue-green oxide), so , that fresh from the tube they seem to be "dry." 

The expression "perfumed colors" is frequently met with. 

The sound of colors is so definite that it would be hard to find anyone who would express bright yellow with bass notes, or dark lake with the treble. The explanation in terms of association will not satisfy us, in many important cases. Those who have heard of chromotherapy know that colored light can influence the whole body. Attempts have been made with different colors to treat various nervous ailments. Red light stimulates and excites the heart, while blue light can cause temporary paralysis. If the effect of such action can be observed in animals and plants, as it has, then the association theory proves inadequate. In any event one must admit that the subject is at present unexplored, but that it is unquestionable that color can exercise enormous influence upon the body as a physical organism. 

The theory of association is no more satisfactory in the psychological sphere. Generally speaking, color directly influences the soul. Color is the keyboard, the eyes are the hammers, the soul is the piano with many strings. The artist is the hand that plays, touching one key or another purposively, to cause vibrations in the soul. 

It is evident therefore that color harmony must rest ultimately on purposive playing upon the human soul; this is one of the guiding principles of internal necessity. 

VI: The Language of Form and Color 

The man that hath no music in himself,

Nor is not moved with concord of sweet sounds,

Is fit for treasons, stratagems, and spoils;

The motions of his spirit are dull as night, 

And his affections dark as Erebus: 

Let no such man be trusted. 

Mark the music.

The Merchant of Venice, Act V, Sc. i. 

Musical sound acts directly on the soul and finds an echo there, since music is innate in man. 

"Everyone knows that yellow, orange, and red suggest ideas of `joy and plenty' " (Delacroix).'' 

The above quotations show the deep relations among the arts, and especially between music and painting. Goethe said that painting must consider this relation its ground, and by this prophetic remark he foretold the position of painting today. Painting stands, in fact, at the first stage of the road by which it will, according to its own possibilities, grow in the abstract sense and arrive finally at painterly composition. 

For this ideal of composition, painting has two means at its disposal: 

Color. 

Form. 

Form can stand alone, as a representation of an object ("real" or not), or as an abstract limit to a space or a surface. 

Color cannot stand alone; it cannot dispense with boundaries of some kind. An unlimited expanse of red can only be seen in the mind; when the word red is heard, the color is evoked without definite boundaries; if they are necessary, they have to be imagined deliberately. But red as is seen abstractly and not materially arouses both a precise and an unprecise impression on the soul, which has a purely internal physical sound .2 This red has also no independent transition to warmth or cold; the same must be imagined as subtleties of the red tone. Therefore, I call this spiritual seeing "unprecise." However, it is at the same time "precise," since the inner sound remains without incidental tendencies to warm and cold, etc. This inner sound is similar to the sound of a trumpet or an instrument which one can imagine one hears when the word "trumpet" is pronounced. This sound is not detailed; it is imagined without the variations that occur depending upon whether the trumpet is sounded in the open air, in a closed room, alone or with other instruments, if played by a postilion, a huntsman, a soldier or a professional.

But when red is presented concretely (as in painting), it must possess 1) some definite shade of the innumerable shades of red that exist and (2) a limited surface, divided off from other colors which are unconditionally there; this may under no circumstance be avoided, and by this means, through delimitation and proximity, the subject characteristics change, i.e., receive an objective sheath, here the objective "accompanying sound." 

The inevitable relation between color and form brings us to the question of the influences of form on color. Form alone, even though abstract and geometrical, has its internal resonance, a spiritual entity whose properties are identical with the form. A triangle (without consideration of its being acute or obtuse or equilateral) is such an entity, with its particular spiritual perfume. In relation to other forms this perfume may be somewhat modified, but it remains in intrinsic quality the same, as the scent of the rose cannot be mistaken for that of the violet. The case is similar with a circle, a square or any conceivable geometrical figures As above, with red, we have a subjective sub- stance in an objective sheath. 

The mutual relation of form and color now becomes clear. A yellow tri- angle, a blue circle, a green square, or a green triangle, a yellow circle, a blue square: all these are differently acting entities. ', It is evident that certain colors can be emphasized or dulled in value by certain forms. Generally speaking, sharp colors are well suited to sharp forms (e.g., yellow in the triangle), and soft, deep colors by round forms (e.g., blue in the circle). But it must be remembered that an unsuitable combination of I, form and color is not necessarily discordant, but may with manipulation show fresh harmonic possibilities. 

Since the number of colors and forms is infinite, their combinations also are infinite, and, simultaneously, their effect. This material is inexhaustible. 

Form, in the narrow sense, is the boundary between one surface and another: that is its external meaning. But it has also an internal significance, of varying intensity; and properly speaking form is the external expression of inner meaning. To use again the metaphor of the piano, and substituting form for color, the artist is the hand which, by playing this or that key (i.e., form), purposely vibrates the human soul in this or that way. It is evident that form harmony must rest only on the purposive vibration of the human soul. This principle has been designated here as the principle of internal necessity. 

The two aspects of form define its two aims. The external boundary is purposive only when it realizes expressively the meaning of form. The external aspect of farm, i.e., the boundary, may assume different shapes; but it will never overstep two external limits: 

(1) Either a form aims at delimiting a concrete object two-dimensionally, 

(2) Or a form remains abstract, a purely abstract entity. Such abstract entities, which have life in themselves, are a square, a circle, a triangle, a rhombus, a trapezoid, etc., many of them so complicated as to have no mathematical formula. All these forms are of equal rank in the abstract realm. 

Between these two boundaries lie the innumerable forms in which both elements exist, with a preponderance of either the abstract or the concrete. These forms are at present largely the treasure from which the artist draws all the component elements of his creations. Purely abstract forms are in the reach of few artists at present; they are too indefinite for the artist. It seems to him that to limit himself to the indefinite would be to lose possibilities, to exclude the human and therefore to weaken expression.

Nevertheless, there are artists who even today experience abstract form as something quite precise and use it to the exclusion of any other means. This seeming stripping bare becomes an inner enrichment.

On the other hand, there exists no purely material form. A material object cannot be absolutely reproduced. For better or worse the artist depends on his eye, his hand, which in this case are perhaps more artistic than his soul that would confine itself to photographic aims. But the discriminating artists who cannot be content with an inventory of material objects seek to express objects a by what was once called "idealization," and later "stylization," and which in the future will again be called something else.

The impossibility and, in art, the purposelessness of copying an object, the desire to make the object express itself, are the beginning of leading the artist away from "literary" color to artistic, i.e., pictorial aims. And this brings us to the question of composition. The purely pictorial composition has in regard to form two aims:

1. The composition of the whole picture.

2 . The creation of the various forms which, by standing in different relations to each other, serve the composition of the whole. Many objects (concrete, abstract and purely abstract) have to be considered in the light of the whole, and so arranged as to suit this whole. Singly they will have little meaning, being of importance only so far as they help the general effect. These single objects must be fashioned in one way only; this, not because their internal meaning demands that particular means, but because they must serve as . material for the whole. Here we have defined the first problem, which is the composition of a whole canvass 

Thus the element of the abstract is creeping into art, although yesterday it was derided and ignored for mundane ideals. Its gradual advance and eventual success is natural enough, for as representational form falls into the background, the abstract gains. 

But residual organic forms possess, nevertheless, an internal sound of their own, which may be similar to that of their abstract parallel (thus producing a simple combination of the two elements) or different (in which case the combination may be complex and possibly discordant). However diminished in importance organic forms may be, their internal sound will always be heard; for this reason the choice of natural objects in painting is an important one. The spiritual accord of naturalism with the abstract may strengthen the appeal of the latter (either by concord or counterpoint), or may be disturbing, to it. The subject may possess only a casual sound, which would not effect an essential change in the fundamental harmony if the subject were replaced. 

Let us suppose a rhomboidal composition, made up of human figures. The artist asks himself: Are these human figures absolutely necessary to the composition, or could they be replaced by other organic forms, without affecting the fundamental harmony of the whole? If the answer is in the affirmative, we have a case in which the materialistic appeal not only does not help the abstract but damages it directly. An indifferent sound in the object weakens the sound of the abstract. This is not only logical but an actual artistic fact. Therefore, in this case another object should be found which is more suitable to the inner sound of the abstract (either through similarity or contrast), or this entire form should, generally speaking, remain a purely abstract form. 

Once more the metaphor of the piano applies: for "color" or "form" substitute "object." Every object (whether a natural form or man-made) has its own life and therefore its own potency; we are continually being affected by spiritual potency. Many results will remain in the "subconscious" (where they continue to be alive and creative). Many rise to the "super-conscious." Man can free himself from many of these by shutting his soul to them. Nature, that is to say, the ever changing surroundings of men, sets in vibration the strings of the piano (the soul) by manipulation of the keys (various objects with their specific potentialities). 

The effects we receive, which often appear chaotic, consist of three elements: the action of the color of the object, of its form, and of the object per se, independent of either color or form. 

At this point the individuality of the artist asserts itself and makes use of these three elements. Here too the purposive prevails. It is clear, therefore, that the choice of an object (i.e., one of the elements of form) must be decided by a purposive vibration in the human soul; therefore, the choice of the object' also originates from the principle of internal necessity. 

The freer the abstract form, the purer and more primitive the vibration. Therefore, in any composition where corporeal form seems superfluous it may be replaced by abstract or semi-abstract form. In each case this translation should be guided by our feeling. The more an artist uses these semi-abstract or abstract forms, the deeper and more confidently will he advance into the sphere of the abstract. And after him will follow those who look at his pictures, who will in turn gradually acquire familiarity with the language of abstract art. 

Must we then altogether abandon representation and work solely in abstraction? The problem of harmonizing the appeal of the concrete and the abstract answers this question. Just as each spoken word rouses an internal vibration, so does every object represented. To deprive oneself of this possibility of causing a vibration would be reducing one's arsenal of means of expression: anyhow, that is the case today. But besides this, there is another one which art can always offer to any question beginning with "must": There is no "must" in art, because art is always free. 

With regard to the second problem of composition, the creation of the forms which are to compose the whole, it must be remembered that the same form with the same relations will always have the same internal appeal. Only the relations constantly vary. The result is that: (1) Ideal harmony alters according to its relation with other forms; (2) Even in similar relations, a slight approach to or withdrawal from other forms may affect the structure. Nothing is absolute. Form composition is relative, depending on (1) alterations in the relations of one form to another, and (2) alterations in each individual form, down to the very smallest. Every form is as sensitive as smoke, the slightest wind will fundamentally alter it. This extreme mobility makes it perhaps easier to obtain similar harmonies from the use of different forms than from a repetition of the same one: apart from the fact that, of course, an exact repetition can never be produced. So long as we are susceptible mainly to the appeal of a whole composition, this fact is of theoretical importance. But when we become more sensitive, by a constant use of abstract forms (which have no material interpretation), it will become of great practical significance. On the one hand, the difficulties of art will increase, but at the same time the wealth of forms of expression will also increase in quality and quantity. Simultaneously the problem of distortion in drawing disappears and is replaced by the problem of how far the internal structure of a particular form is veiled or bared. This changed point of view will lead further and to greater enrichment of the media of expression because veiling is of enormous power in art. The combining of the veiled and bared will form a new possibility of leitmotivs in form composition. 

Without such development as this, form composition is impossible. To any-one who cannot experience the internal structure of form (whether natural or abstract), composition must be meaningless and arbitrary. Apparently aimless alterations in arrangement make art seem a senseless game of forms. Here we find the same criterion and principle which thus far we have encountered everywhere as the only purely artistic one free from the unessential, the principle of inner necessity. 

If, for example, features of the face or parts of the body are changed or distorted for artistic reasons, one encounters not only the purely pictorial question but also that of anatomy, which hampers the pictorial intention and imposes upon it the consideration of unimportant details. In our case, however, the unessential disappears automatically and only the essential remains, the artistic aim. These seemingly arbitrary but, in reality, well-reasoned alterations in form are one of the sources of an infinite number of artistic creations. 

The flexibility of each form, its internal, organic variation, its direction(motion) in the picture, the relative weight of concrete or of abstract forms and their combination; further, the concord or discord of the various elements to a pictorial structure, the handling of groups, the combination of the hidden and the stripped bare, the use of rhythmical or unrhythmical, of geometrical or non-geometrical forms, their contiguity or separation - all these things are  the elements of structure in drawing. 

But as long as color is excluded, such structure is confined to black and white. Color itself offers contrapuntal possibilities and, when combined with design, may lead to the great pictorial counterpoint, where also painting achieves composition, and where pure art is in the service of the divine. The same infallible guide will carry it to the great heights, the principle of internal necessity. 

Inner necessity originates from three elements: (1) Every artist, as a creator, has something in him which demands expression (this is the element of personality). (2) Every artist, as the child of his time, is impelled to express the spirit of his age (this is the element of style) - dictated by the period and particular country to which the artist belongs (it is doubtful how long the latter distinction will continue). (3) Every artist, as a servant of art, has to help the cause of art (this is the quintessence of art, which is constant in all ages and among all nationalities). 

A full understanding of the first two elements is necessary for a realization of the third. But he who realizes this will recognize that a rudely carved Indian column is an expression of the spirit that actuates any advance-guard work. 

There has been in the past, and there is now, much talk of "personality" in art. Talk of the coming "style" is more frequent each day. But in spite of their importance now, these questions will lose their edge under the perspective of time. 

Only the third element - that of quintessential art - will remain forever. Time, far from diminishing its importance, increases it. An Egyptian carving moves us more deeply today than it did its contemporaries; for they judged it with the restrictive knowledge of period and personality. But we can judge it as an expression of an eternal art. 

Similarly, the greater the part played in a modern work of art by the elements of style and personality, the better will it be appreciated by people today; but a modern work of art which is full of the third element will fail to reach the contemporary soul. Sometimes centuries have to pass before the third element is understood. But the artist in whose work this third element predominates is the great artist. 

These three mystical necessities are the constituent elements of a work of art, which interpenetrate and constitute unity of the work. Nevertheless, the first two elements include what belongs to time and space, while in the pure and eternal artistry, which is beyond time and space, this forms a relatively non-transparent shell. The process in the development in art consists of the separation of its quintessence from the style of the time and the element of personality. Thus, these two elements are not only a cooperative but also a hindering force. The personality and the style of the time create in every epoch many precise forms, which in spite of apparent major differences are so organically related that they can be designated as one single form: their inner sound is finally but one major chord. These two elements are of a subjective nature. The entire epoch desires to reflect itself, to express artistically its life. Likewise, the artist wishes to express himself and chooses only forms which are sympathetic to his inner self. Thus, gradually is formed the style of an epoch, i.e., a certain external and subjective form. The pure and eternal art is, however, the objective element which becomes comprehensible with the help of the subjective. 

The inevitable desire for expression of the objective is the impulse here defined as "internal necessity." This impulse is the lever or spring driving the artist forward. Because the spirit progresses, today's internal laws of harmony are tomorrow's external laws, which in their further application live only through this necessity which has become external. It is clear, therefore, that the inner spirit of art uses the external form of any particular period as a stepping-stone to further development. 

In short, the effect of internal necessity and the development of art is an ever advancing expression of the eternal and objective in terms of the historical and subjective. 

Because the objective is forever exchanging the subjective expression of today for that of the morrow, each new extension of liberty in the use of external form is hailed as final and supreme. At present we say that an artist may use any form, so long as he draws on forms that exist in nature. But this limitation, like all its predecessors, is temporary. From the point of view of inner need, no limitation can be made. The artist may use any form which his expression demands; his inner impulse must find suitable external form. 

Thus one sees finally (and this is of utmost importance for today or any time) that to seek for personality and "style," for nationality, to achieve this deliberately, is not only impossible but comparatively unimportant. The general relationship of those works of art which through the centuries are not weakened but always more and more strengthened, does not lie in the "external" but in the deep roots of mystical inner content. Therefore, the following of schools, the searching for the "mode," the desire for principles in a work and the insistence upon certain media of expression of a period can only be misleading and must bring misunderstanding, obscurity and silence. 

The artist must ignore distinctions between "recognized" or "unrecognized" conventions of form, the transitory knowledge and demands of his particular age. He must watch his own inner life and hearken to the demands of internal necessity. Then he may safely employ means sanctioned or forbidden by his contemporaries. This is the only way to express the mystical necessity. All means are sacred which are called for by internal necessity. All means are sinful which are not drawn from inner necessity. 

It is impossible to theorize about this ideal. In real art, theory does not precede practice but follows it. Everything is at first a matter of feeling. Even though the general structure may be formulated theoretically, there is still an additional something which constitutes the soul of creation. Any theoretical scheme will be lacking in the essential of creation - the internal desire for expression - which cannot be formulated. Despite the most accurate weights and balances to be had, a purely deductive weighing can never suffice. True proportions cannot be calculated, nor true scales be found ready-made. Proportions and scales are not outside the artist but within him; they are what we may call a feeling for boundaries, artistic tact - qualities which are innate and which may be raised by enthusiasm to genius. In this sense we may understand the possibility of a general base to painting, as envisaged by Goethe. Such a grammar of painting is at present a matter of conjecture, and, should it ever be achieved, it will be not so much according to physical laws (which have often been tried and which the cubists try today), as according to the laws of internal necessity, which is of the soul.  

Inner necessity is the basis of both small and great problems in painting. Today we are seeking the road which is to lead us away from the external to the internal basis. The spirit, like the body, can be strengthened and developed by frequent exercise: just as the body, if neglected, grows weak and finally impotent, so the spirit perishes if untended. The innate feeling of the artist is the biblical talent which must not be buried in the earth. And for this reason it is necessary for the artist to know the starting-point for the exercise of his spirit. 

The starting-point is the study of color and its effects on men.  

There is no need to deal with the profound and refined complexities of color; we should consider at first only the direct use of simple colors.  

To begin with, let us test the effect upon ourselves of individual colors, and make a chart, which will simplify the whole question.  

Two great divisions of color immediately occur to the mind: warm and cool; and light and dark. Thus it becomes evident that each color may have four principal notes: either (i) warm, and therefore either light or dark; or (2) cold, and either light or dark. 

Generally speaking, warmth or coolness in a color means an approach to yellow or to blue. This distinction occurs on one level, so to speak: i.e., the color preserves its basic quality, but this quality is, now more, now less, earthy. It represents a horizontal movement, the warm colors approaching the spectator, the cool ones retreating from him. 

The colors that cause in another color a horizontal movement while they are themselves affected by it have another movement of their own, which acts 

j with a violent, separative force. This is therefore the first great antithesis in 

internal value, and the inclination of the color to cool or warm is of tremendous importance. 

The second great antithesis is between white and black; i.e., the inclination to light or dark caused by the two tones. These tones have, too, a peculiar movement to and from the spectator, but in a more rigid form. 

Yellow and blue have another movement which affects the first antithesis - an eccentric and concentric movement. If two circles are drawn and painted respectively yellow and blue, a brief contemplation will reveal in the yellow a spreading movement out from the center, and a noticeable approach to the spectator. The blue, on the other hand, moves into itself, like a snail retreating into its shell, and draws away from the spectator. The eye feels stung by the first circle while it is absorbed into the second. 

In the case of light and dark colors movement is emphasized. That of the yellow increases with an admixture of white, i.e., as it becomes lighter. That of the blue increases with an admixture of black, i.e., as it becomes darker. This fact has a greater importance if we note that yellow inclines to the light (white) to such an extent that there can be no very dark yellow. The relationship between white and yellow is as close as between black and blue, for blue can be so dark. as to border on black. Besides this physical relation, there is also a spiritual one (between yellow and white on one side, and blue and black on the other), which marks a strong separation between the two pairs. 

An attempt to make yellow colder produces a greenish tint and checks both the horizontal and eccentric movement. The color becomes sickly and unreal, like an energetic man who has been checked in the use of his energy by external circumstances. The blue by its contrary movement acts as a brake on the yellow and is hindered in its own movement, and, if more blue is added, the contrary movements cancel each other and complete immobility ensues. The result is green. Similarly white, when mixed with black, loses permanence, and the result is gray, which is spiritually similar to green. 

But while yellow and blue are potentially active in green, though temporarily paralyzed, in gray there is no possibility of movement because gray consists of colors that have no motive power, one representing static resistance, the other non-resistant immobility (like an endless wall or a bottomless pit). 

Because the component colors of green are active and have a movement of their own, it is possible, even theoretically, on the basis of this movement, to determine (or anticipate) their spiritual effect. 

We reach the same results by proceeding experimentally in having colors act upon us. The first movement of yellow, that of straining toward the spectator (which can be increased by intensifying the yellow), and the second movement, that of overrunning the boundaries, having a material parallel in that human energy which attacks every obstacle blindly and goes forth aimlessly in all directions. 

If steadily gazed at in any geometrical form, yellow has a disturbing influence; it pricks, upsets people, and reveals its true character, which is brash and importunate. The intensification of yellow increases the painful shrillness of its note, like that of a shrill bugle. 

Yellow is the typical earthly color. It never acquires much depth. When cooled by blue, it assumes, as I have said before, a sickly tone. If we were to compare it with human states of mind, it might be said to represent not the depressive, but the manic aspect of madness. The madman attacks people and disperses his force in all directions, aimlessly, until it is completely gone. To use another metaphor, we are reminded of the last prodigal expansion of summer in the glaring autumn foliage, whose calming blue component rises to the sky. 

Depth is found in blue, first in its physical movements (I) of retreat from the spectator, (2) of turning in upon its own center. It affects us likewise mentally in any geometrical form. The deeper its tone, the more intense and characteristic the effect. We feel a call to the infinite, a desire for purity and transcendence. 

Blue is the typical heavenly color;"' the ultimate feeling it creates is one of rest. When it sinks almost to black, it echoes a grief that is hardly human It becomes an infinite engrossment in solemn moods. As it grows lighter it becomes more indifferent and affects us in a remote and neutral fashion, like a high, cerulean sky. The lighter it grows, the more it loses resonance, until it reaches complete quiescence, in other words, white. In music a light blue is like a flute, a darker blue a 'cello; a still darker the marvelous double bass; and the darkest blue of all - an organ. 

Yellow easily becomes acute and is incapable of great depth. Conversely, blue resists pointing up and heightening. A well-balanced mixture of blue and yellow produces green; the horizontal movements cancel each other, and so do movements from and towards the center. Calm ensues. This is a fact recognized not only by oculists, but by the world. Absolute green is the most restful color, lacking any undertone of joy, grief or passion. On exhausted men this restfulness has a beneficial effect, but after a time it becomes tedious. Pictures painted in shades of green bear this out. As a picture painted in yellow always radiates spiritual warmth, or as one in blue has apparently a cooling effect, so green is only boring. Yellow and blue have an active effect corresponding to man's participation in continuous and perhaps eternal cosmic motion, whereas green represents the passive principle. This contrasts with the active warmth of yellow or the active coolness of blue. In the hierarchy of colors green represents the social middle class, self-satisfied, immovable, narrow. 18 It is the color of summer, when nature is quiescent after the perturbations of spring (see Fig. II). 

Any preponderance in the absolute green of yellow or blue introduces a corresponding activity and changes the inner appeal. The green keeps its characteristic equanimity and restfulness, the former increasing with the inclination to lightness, the latter with the inclination to depth. In music, absolute green is represented by the placid, middle notes of a violin. 

Black and white have already been discussed in general terms. Speaking more particularly, white, although often considered as no color (a theory due largely to the impressionists, who saw no white in nature: Van Gogh, in his letters, asks whether he may not paint a white wall dead white. This question offers no difficulty to the non-representational artist, who is concerned only with the inner harmony of color. But to the impressionist-realist it appears a bold liberty to take. To him it seemed as outrageous as his own change from brown shadows to blue seemed to his contemporaries. Van Gogh's question marks a transition from impressionism to an art of spiritual harmony, as the coming of the blue shadow marked a transition from academicism to impressionism.  See The Letters of Vincent van Gogh.), is a symbol of a world from which all colors as material attributes have disappeared. This world is too far above us for its structure to touch our souls. There comes a great silence which materially represented is like a cold, indestructible wall going on into the infinite. White, therefore, acts upon our psyche as a great, absolute silence, like the pauses in music that temporarily break the melody. It is not a dead silence, but one pregnant with possibilities. White has the appeal of the nothingness that is before birth, of the world in the ice age. 

On the other hand, the ground-note of black is a silence with no possibilities. In music it is represented by one of those profound and final pauses, after which any continuation of the melody seems the dawn of another world: the circle is closed. Black is something burnt out, like the ashes of a funeral pyre, something motionless like a corpse. The silence of black is the silence of death. Outwardly black is the most toneless color of all, a kind of neutral background against which the minutest shades of other colors stand forth clearly. It also differs in this from white, in conjunction with which nearly every color becomes blurred, dissolves and leaves only a faint resonance.

White is not without reason taken to symbolize joy and spotless purity, and black, grief and death. A blend of black and white produces gray, which, as has been said, is silent and motionless, being composed of two inactive colors, its restfulness having none of the potential activity of green. The immobility of gray is desolate. The darker the gray the more preponderant becomes this feeling of desolation and strangulation. When it is made lighter, the color seems to breathe again, as if invested with new hope. A similar gray is produced by an optical mixture of green and red, a spiritual blend of passivity and glowing warmth. 

The unbounded warmth of red has not the irresponsible appeal of yellow, but rings inwardly with a determined and powerful intensity. It glows in itself, maturely, and does not distribute its vigor aimlessly. 

The varied powers of red are very striking. By a skilful use of it in its different shades, its fundamental tone may be made warm or cool. 

Light warm red has a certain similarity to medium yellow, alike in texture and appeal, and gives a feeling of strength, vigor, determination, triumph. In music, it is a sound of trumpets, strong, harsh and ringing. 

Vermilion is a red with a feeling of sharpness, like flowing steel which can be cooled by water. Vermilion is quenched by blue, for it can bear no mixture with a cold color: more accurately speaking, such a mixture produces what is called a muddy color, scorned by the painters of today. But mud as a material object has its own internal appeal, and therefore to avoid it in painting is as unjust and narrow as was yesterday's cry for pure color. At the call of internal necessity that which is outwardly foul may be inwardly pure, and vice versa. 

These two shades of red are similar to yellow, except that they reach out less toward the spectator. The glow of red is within itself. For this reason it is a color more beloved than yellow, being frequently used in primitive and traditional decoration and also in peasant costumes, because in the open air the harmony of red and green is very charming. Taken by itself this red is material and, like yellow, has no very deep appeal. It is dangerous to seek to deepen red by an admixture of black, for black quenches the glow or at least reduces it. 

There remains brown, unemotional, disinclined to movement. An intermixture of red is outwardly barely audible, but there does ring out a powerful inner harmony. Skilful blending can produce an inner appeal of extraordinary, indescribable beauty. The vermilion now rings like a great trumpet or thunders like a drum. 

Cool red (madder-lake), like any other fundamentally cool color, can be deepened, especially by an intermixture of azure. The character of the color changes; the inward glow increases, the active element gradually disappears. 

But this active element is never so wholly absent as in deep green. There always remains a hint of renewed vigor somewhere out of sight, waiting for a certain moment in order to burst forth afresh. In this lies the great difference between a deepened red and a deepened blue, because in red there is always a trace of the material. Corresponding in music are the passionate, middle tones of a 'cello. A cool, light red contains a very distinct bodily or material element, but it is always pure, like the fresh beauty of a young girl's face. The singing notes of a violin exactly express this in music. 

Warm red, intensified by a kindred yellow, is orange. This blend brings red almost to the point of spreading out towards the spectator. But the element of red is always sufficiently strong to keep the color from flippancy. Orange is like a man convinced of his own powers. Its note is that of a church-hell (the Angelus bell), a strong contralto voice, or the largo of an old violin. 

Just as orange is red brought nearer to humanity by yellow, so violet is red withdrawn from humanity by blue. But the red in violet must be cool, for spiritual need does not allow of a mixture o£ warm red with cold blue. 

Violet is therefore both in the physical and spiritual sense a cooled red. It has a morbid, extinct quality, like slag. It is worn by old women, and in China it is the garb of mourning. In music it is an English horn, or the deep notes of woodwinds (e.g., a bassoon).?' 

The last two colors, which result from mixing red with yellow or blue, are rather unstable. We are reminded of a tight-rope walker who has to balance himself continuously. Where does orange start, and either red or yellow cease? Where is the border-line dividing violet from red or blue, and when does it become lilac? Orange and violet are the fourth and last pair of antitheses of the primitive colors. They stand to each other in the same relation as the third antithesis - green and red -, i.e., as complementary colors. 

As in a great circle, a serpent biting its own tail (the symbol of eternity, of something without end), appear the six colors that make up the three main antitheses. And to right and left stand the two great possibilities of silence death and birth. 

It is clear that all I have said of these simple colors is very provisional and general, and so are the feelings (joy, grief, etc.) which have been quoted as parallels to the colors. For these feelings are only material expressions of the soul. Shades of color, like those of sound, are of a much finer texture and awaken in the soul emotions too fine to be expressed in prose. Certainly each tone will find some probable expression in words, but there will always be something left over, which the word fails to express and which yet is not supererogatory but the very kernel of its existence. For this reason words are, and will always remain, hints, mere suggestions of colors. In this impossibility of expressing color in words, with the consequent need for some other mode of expression, lies the possibility of a monumental art. In this art, among in-'. numerable rich and varied combinations, at least one is based on firm fact and is as follows: the same internal tone may be achieved by the different arts; each art will bring to this general tone its own special characteristics, thereby adding to it a richness and a power which no one art form could achieve. The immense possibilities of profundity and strength to be gained by combination or by discord between the various arts may be easily realized. 

It is often said that to admit the possibility of one art replacing another (for example, painting by literature) amounts to a denial of the necessary difference between the arts. This is not the case. An absolutely similar inner tone cannot be achieved by two different arts: even if it were possible, the second version would differ at least outwardly. But suppose this were not the case, that is to say, suppose that a repetition of the same tone, exactly similar both outwardly and inwardly, could be achieved by different arts: such repetition would not be merely superfluous. To begin with, different people find affinity with different farms of art (alike on the active and passive side, among the creators or the audience): further and more important, repetition of the same tones thickens the spiritual milieu that is necessary for the maturing of the finest feelings, in the same way that the warm air of a greenhouse is necessary for the ripening of fruit. An example of this is the case of the individual who receives a powerful impression from constantly repeated actions, thoughts or feelings, although if they had come singly they might have passed unnoticed .2g However, we must not apply this rule only to the simple examples of the spiritual atmosphere. For this atmosphere is like air, which can be pure or filled with various foreign elements. Not only visible actions, thoughts and feelings, with their external expression, make up this atmosphere, but the secret happenings of which no one knows; unspoken thoughts, hidden feelings are also elements. Suicide, murder, violence, low and unworthy thoughts, hate, ,hostility, egotism, envy, narrow "patriotism," partisanship, are elements of the spiritual atmosphere .

And conversely, self-sacrifice, mutual help, lofty thoughts, love, unselfishness, joy in the success of others, humanity, justness, are the elements which destroy those already enumerated, just as the sun destroys microbes and restores the atmosphere to purity.  

 The second and more complicated form of repetition is that in which  several elements make mutual use of different forms. In our case these elements are the various arts summed up in monumental art. And this form of repetition is even more powerful, because different natures respond to different elements in the combination. For one, musical form is the most moving and impressive; for another, the pictorial, for the third the literary, and so on. There lie, therefore, in arts that are outwardly different hidden forces equally different, so that they may all work towards a single result, even though each art may be working in isolation. 

This not easily definable action of isolated colors is the basis upon which various values can be harmonized. Paintings, art objects, whole settings, may be based on a certain harmony chosen with artistic tact. The carrying out of one color, the binding together and admixture of two related colors, are the foundation of most color harmonies. From what has been said about color action, from the fact that we live in a time of questioning, experiment and contradiction, we may draw the conclusion that for a harmonization on the basis of individual colors our age is especially unsuitable. Perhaps with envy and with a mournful sympathy we listen to the music of Mozart. It acts as a welcome pause in the turmoil of our inner life, as a consolation and as a hope, but we hear it as the echo of something from another age long past and funda mentally strange. The strife of colors, the sense of the balance we have lost, tottering principles, unexpected assaults, great questions, apparently useless striving, storm and tempest, broken chains, antitheses and contradictions these make up our harmony. The composition arising from this harmony is a mingling of color and drawing, each with its separate existence, but each blended into a common life, which is called a picture by the force of internal necessity. Only the individual parts are essential. Everything else (including the representational element) is secondary. The combination of two colors is a logical outcome of modern conditions. The association of colors hitherto considered discordant is merely a further development. For example, the use, side by side, of red and blue - colors in themselves with no physical relation but from their spiritual contrast of strong effect - is one of the most frequent occurrences in modern structure .2s Harmony today rests chiefly on the principle of contrast, which has for all time been one of the most important principles of art. But our contrast is an internal contrast which stands alone and rejects the help (for help would mean destruction) of any other principles of structure. It is interesting to note that this placing together of red and blue was so beloved by the primitive both in Germany and Italy that it has survived until today, principally in popular religious carvings. One often sees in popular paintings and painted sculpture the Virgin in a red gown and a blue cloak: it seems that the artists wished to express the grace of heaven in terms of humanity, and humanity in terms of heaven. Legitimate and illegitimate combinations of colors, the shock of contrasting colors, the silencing of one color by another, the sounding of one color through another, the checking of fluid color spots by contours of design, the overflowing of these contours, the mingling and the sharp separation of surfaces, all these open great vistas of purely pictorial possibility. 

One of the first steps away from representation and toward abstraction was, in the pictorial sense, the exclusion of the third dimension, i.e., the tendency to keep the picture on a single plane. Modeling was abandoned. In this way the concrete object was made more abstract, and an important step forward was achieved - this step forward has, however, had the effect of limiting the possibilities of painting to the actual surface of the canvas: and thus painting acquired another material limit. 

Any attempt to free painting from this material limitation, together with the striving after a new form of composition, must concern itself first of all with the destruction of the theory of one single surface - attempts have been made to place the picture on some ideal plane, which of course had to exist prior to the material plane of the canvas. Out of composition in flat triangles has developed a composition with plastic three-dimensional triangles, that is to say, with pyramids; and this is cubism. But here a tendency has arisen towards inertia, towards a concentration on form for its own sake, and consequently once more a reduction of potential values. But that is the unavoidable result of the external application of an inner principle. 

A further point of great importance must not be forgotten. There are other ways of using the concrete plane as a space of three dimensions in order to create an ideal plane: the thinness or thickness of a line, the placing of the form on the surface, the crossing of one form by another may be mentioned as examples of the extension of picture space in depth through drawing. Similar possibilities are offered by color, which, when rightly used, can advance or retreat, and can make of the picture suspended, non-material form. 

The combination of both means of extension-in-depth in harmony or counter- point is one of the richest and most powerful elements in pictorial structure. 



Serial Music

Music traditionally centered on one tone of twelve.

A A# B C C# D D# E F F# G G#

1 2     3  4  5    6  7    8  9 10  11 12

tonality = in a key; one tone functions as a center of gravity (L. Bernstein: “home plate”); certain tones more important than others

based on acoustical laws of nature -- series of overtones

Between 1890 and 1913, breakdown of tonality

Atonality = absence of tonality

Serialism = method of composing without tonality; organizational scheme; most important scheme in the 20th century.

Schoenberg:  1913 piano pieces developed “serialism” (twelve-tone, dodecaphonism, atonality)

The System:

Extremely cerebral approach to composing

Take 12 tones, place them in an order (at your discretion).  This is the “tone row.”

Tone row must use all 12 tones

Tone row cannot be altered

Tone row cannot suggest a key

All tones are of equal importance

Four allowable forms of row

Original (O)

Retrograde (R): Start at end and go forward

Inverted: (I) Start at center, go our 4, and return; go back 4 and return

Inverted Retrograde (IR): reverse of inverted

Transposition also possible: starting on a tone other than the first, but keeping the intervallic (interval = distance between 2 tones) relationships the same. C# - F - A  = D - F# - A#

Since there are 12 tones, there are 12 possible transpositions for each form

12 x 4 = 48 possible versions of the row

Before “composing” you must construct a “matrix” of all 48 possible versions; all composition must make use of these versions.

Compositional process: 

Once you initiate one of the versions, you must complete it: NO repeating of tones is allowed.

Row may be picked up and completed by various instruments

Sax          XXX

Trumpet          XX

Clarinet                  XXXXX

 Piano                                   XX

May have more than one version of the row going at the same time.

Analysis requires using colored pencils, following O3, IR4, I2, etc.

Row need not (and usually doesn’t) stay within one instrument: as melody unfolds, tone color changes = Klangfarbenmelodie.

If you want the same note twice, eg. EE, you must look to another row where E is at the beginning, etc.

Two issues controversial among serial composers

Vertical sounding of row: eg. a piano “chord” may include 6 or 7 notes of the row simultaneous.  Schoenberg did not accept this at first, but gradually did.

How do you listen?  Horizontally-- Schoenberg; Vertically--Hindemith.

Form: 

Schoenberg was ABSOLUTELY strict about using 18th century FORMS: sonata, rondo, minuet, etc.

Thus were he and followers deemed the “Second Viennese School.”

Implications:

Anything can be serialized: rests and silences, non-musical sound events (John Cage using “aleatoric method” according to mathematical laws of chance).

Position of Schoenberg in 1990s: his theory is more important than his music

Leon Botstein: Brahms - Schoenberg associations

linear approaches

Non congruence of musical lines (Walter Frison: “ongoing variation”)

Rhythm: Brahms wanted escape from “tyranny of barline”: negated regularity of beat.

Schoenberg - Bach associations:

linear approach

Polyphony (musical texture): combination of muisical lines (imitative and non-imitative)

What IS subjective in this objective system?

Construction of row

Use of rows: choices.

What are 20th century composers to do beyond this?
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